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ABSTRACT: 
This thesis develops geographies of urban architecture. Whilst geographers have long been 
concerned with urban space conceived collectively, there has been little consideration of 
architecture perceived as the individual building. This is important given that buildings 
house, foster, and inflect our daily lives in complex and significant ways. The thesis 
proposes a way of conceptualising architecture as dynamically co-produced through the 
encounter of its material ('concrete'), immaterial (affectual) and ephemeral (practiced) 
dimensions, referring to this approach as 'event-space'. This approach asserts the primacy of 
body-building encounters in shaping our everyday urban lives and selves. Three stories are 
offered that empirically explore the Foundation for Art and Creative Technology (FACT 
Centre) in Liverpool. `Prospecting FACT' attends to the building's physical emergence to 
argue that this process can be read as an opening up, rather than a closing down, of possible 
worlds - the crossing of a threshold rather than realisation of an end product. `Architecting 
FACT' focuses upon the elusive micro-spatial encounters through which architectural 
experience is composed, in order to argue that this new cultural building did not so much 
'represent the new' as 'catalyse experiential newness' through its physiognomic and 
atmospheric qualities. `The Afterlife of FACT' considers two more programmed types of 
activity at FACT: curating and collaborating, to consider how organisational activity might 
work to choreograph the event-space and what the implications of this might be for 
developing an emergent politics of architecture. The thesis offers a timely and important 
insight into a neglected topic within geographical thinking and research, one that opens up 
space for thinking about buildings as productive spaces in their own right - as themselves 
generating implications, rather than solely constituting applications of wider politico- 
economic agendas. 
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(1.0) The Beginnings of a Thesis: Ideas, Inspirations and Research Themes 
This thesis develops geographies of urban architecture. My intention to research this subject 
has developed out of the interrelations between my academic interests in theorising and 
studying the city, and my personal experiences of visiting different cities. It was through 
several discrepancies that became apparent between these different `academic' and `personal' 
knowledges of the urban that I came to formulate the broad research themes underpinning 
this PhD. 
During my time as an undergraduate and then MSc. student in the School of Geographical 
Sciences at Bristol University, I developed a strong academic interest in the conceptualisation 
and research of everyday urban experience. I was, and continue to be, particularly passionate 
about social scientific studies that take seriously the myriad microspatial practices, whether 
magical or mundane, enacted by 'normal' individuals and groups going about their daily urban 
lives. I firmly believe that prioritising and understanding these kinds of activities is crucial for 
developing more lively and nuanced accounts of the urban. Such accounts are attuned to the 
many different unfolding visions and apprehensions of the city, which are imagined and 
practiced by those that do not necessarily have a voice in deciding how the city is run and 
organised in an official capacity, yet whose everyday lives nonetheless weave together the 
ceaselessly shifting texture of the urban. 
I also believed, and continue to believe, that a focus on such 'micro-spatial' practices opens up 
space for prioritising what one might call "life knowledge" rather than "power knowledge" 
(Dewsbury, 2003: 1928). Micro-spatial practices, and the experiences, encounters and 
sensations these generate, form the most primary and immediate building blocks through 
which we experience the world, add to the unfolding of the world, and in turn come to know 
ourselves through our responses and relations to the world. This milieu constitutes `life 
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knowledge', and developing 'life knowledge' helps us to understand how our embodied 
enrolment in the world both facilitates, and places limits upon, what we can know and do. 
This `life knowledge' is opposed to 'power knowledge', which is less attuned to these moments 
of becoming, and instead focuses upon broader, more structured and directly observable ways 
in which the self is known, scripted and categorised by (and oriented towards) various legal, 
bureaucratic, economic and political logics. This is NOT to say that these forms of `power 
knowledge' are not highly significant, or that the realms of `life' and `power' knowledge do not 
intersect or interact with one another. Rather, it is a matter of emphasis, as `life knowledge' 
signals a deliberate political move, within empirical research, to assert and take seriously the 
body as the primary surface through which we (make) sense (of) the world, and develop 
investments in the world. Whilst the machinations of 'power knowledge' may appear to have a 
repressive and pervasive hold over our lives, to prioritise 'life knowledge' is to argue that there 
is so much that escapes and is not reducible to this logic. Our daily lives and selves, seen in 
terms of `life knowledge', are also fashioned from our constant involvement in and registering 
of perceptual, sensual and emotional encounters with the world, which have a potent capacity 
to disorientate, comfort, frighten, anger, or in some other way change us, whether temporarily 
or more profoundly. It is this sense of eventfulness, potentiality and unpredictability that 'life 
knowledge' captures above 'power knowledge'. 
Despite such a focus on micro-spatial practices, and potential for mobilising a politics of `life 
knowledge', I began to question the capacity of social scientific accounts of the everyday city 
to fully capture and help understand urban experience - for one key reason. It seemed to me 
that this work lacked an appreciation of how our daily enactments of the urban are influenced 
by our embodied encounters with architectural space. This belief has stemmed from the 
realisation that my personal knowledge of different cities had been strongly shaped by the 
different buildings I had occupied, visited, or passed by whilst there. 
My life in Bristol, for example, has been fashioned through my encounters with the particular 
architectural spaces that I have inhabited during this time. Whilst particular buildings 
undoubtedly hold a degree of symbolic or representational import (for example through the 
educational connotations that one learns to attach to certain spaces: the tiered seating of the 
lecture theatre or the whispered hush of the library), they have also afforded an array of 
2 
1. Introduction 
experiential and affectual encounters through which I have come to invest in or distance 
myself from certain built spaces, and through which I myself have been changed in both 
modest or more hard-hitting ways. A vivid example of this is the examination hall of the grand 
Wills Memorial building. Aside from the vaguest memory of the actual exam questions 
answered (or avoided) there, the candidate number placed on the desk and so on, sensory 
memories of the space itself also remain strong years after this event: the cool, wafting, silent 
air that seemed charged with the anxiety and concentration; the cold grey marble surfaces that 
seemed to magnify every step paced, every nervous cough, every pencil dropped; the uneven 
floor causing the desk to tilt and rock and distract my concentration; the elevated platform at 
one end on which the invigilators sat making me feel self-aware. Each of these physiognomic 
and atmospheric facets of this architectural space have to some extent shaped my life in 
Bristol, both at the actual moment of my encounter with them, as well as continuing to 
provoke involuntary corporeal and psychological responses long after the event: in relation to 
the examination hall, a cold shiver down the spine or a racing heartbeat, an inexplicable 
nightmare dreamt years later. 
Perhaps these elusive and intangible, yet 'real and felt', implications of architecture and their 
transformative capacities become more apparent in unusual and unfamiliar buildings. A visit to 
Catalan architect Antoni Gaudi's Casa Batl d (see figure 1.1), whilst on a summer holiday in 
Barcelona during 2002, brought this home to me, and still evokes a sense of wonder even to 
this day. I am able to vividly recall feeling quite overwhelmed as I wandered around along 
with a stream of other tourists as if I had been transported into another, more rarefied world. 
Being inside the Casa Batlld, built in the Catalan `Modernste' style in 1877, deeply moved me: 
the curved organic forms shaped from wood and plaster; mosaics of translucent tiles and glass 
in blues and greens, silver and gold; the coolness of the circulating air, the streaming of light 
through windows and panes of coloured glass and the tranquil reverberation of sound within 
the space, all created some kind of aura or atmosphere that I couldn't quite describe. The 
building carried me to a place where all my senses felt heightened, I forgot about others 
around me and became intensely aware of my body and the emotional and tactile relationship 
between it and the architecture housing me at that moment. The important point here is not 
the fact that body-building encounters spark multi-sensory experiences per se, but the ways 
that these sensations then contribute to embodied and tacit ways of knowing about ourselves 
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and the city around us, that might have implications that endure long after the encounter has 
taken place. 
Figure (1.1): Casa Batllö, Barcelona 
Both the Wills Memorial building and the Casa Batllö highlight the powerful role of 
architecture in shaping everyday urban experience. They also make clear that considering 
experiences of architectural space is not the same as thinking about our experiences within 
architectural space (where buildings might figure as backdrops for activities such as studying, 
socialising, relaxing, or working). Whilst such an approach might recognise how architecture 
facilitates and channels the ebb and flow of urban life, what I want to push from the opening 
point of the thesis is a stance that allows buildings themselves to become key characters within 
urban-orientated geographies. This approach both illuminates and responds to the gap that I 
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have identified above within the geographical literature: whilst geographers have written 
abundantly on everyday practices and experiences within urban space, there is very little work 
that attends specifically to the ways in which urban architecture works to foster, house and 
inflect these practices in highly elusive yet deeply significant practical and affective ways. 
Whilst I have already signalled the former of these, (how architectural experience is generated 
and registered through practical, micro-spatial methods), these embodied responses to 
architecture can also be seen to be caught up in, and to cultivate, wider trans-personal 
circulations and intensities of feeling (affective economies) surrounding particular buildings. 
Examples of this might be excitement surrounding a new shopping mall or disgust and fear 
expressed towards an old, residential high-rise block, although for any particular architectural 
example the complexity and excessive nature of the urban means that there will always be 
many more than just one such affective register in currency. These affective intensities are to 
an extent amplified and moulded through representational media such as television drama and 
films, novels, and advertising (typically presenting, in the cases stated above, images of 
glamour and spectacle; or crime, urban decay and fear, respectively). Nevertheless, there also 
exists a vaster, unmediated array of visual, haptic, and aural perceptions and sensations that 
foster the affectual economy of a building and which inflect its relationships with the city and 
its urban population. These affective architectural economies are just as important as the 
political economy in which buildings are inevitably caught up in terms of shaping our 
knowledge and understanding of the everyday city. 
To emphasise this point about the affective economy of architecture by thinking again of 
Gaudi's Casa Batllö: what of the wider urban population's reaction to this building when it first 
appeared in the Barcelona landscape? On a symbolic level, it would have of course represented 
to many a world of unimaginable wealth, conspicuous consumption and economic power: but, 
on another it profoundly disturbed and shook up the urban imagination of the city. The 
unofficial naming of the block on which the Casa Batll6 and many of Gaudi's other buildings 
stood as the Manzana de !a Discordia - literally 'block of discordance', and the dubbing of the 
Casa Batll6 as the 'house of yawns' because of its exaggerated windows facing onto the street 
(Grossman, 2002: no page numbers), clearly reflects the rupture that this building provoked in 
the city landscape as well as its consciousness, at a time when Barcelona was rapidly expanding 
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and modernising, and Catalan culture was experiencing a period of unprecedented creativity. 
These are historic resonances, yet their echoes continue to add to the building's affective 
potency in the here and now. 
The key idea mobilised within this thesis is, then, the primacy of encounter in constituting 
both architectural form and architectural experience (which are themselves dynamically co- 
produced). More specifically, the thesis emphasises the productive interrelations that these 
encounters engender between body and building, by folding together the material ('concrete'), 
intangible (affectual, experiential) and ephemeral (practiced) facets of architecture; and how 
architecture in turn shapes everyday urban experience. These three facets of 'the architectural' 
are drawn together within this research under the term 'event-space', which then provides a 
conceptual springboard for addressing the broad themes raised by this research: what are the 
specific problems with and/ or absences in geographical takes on architecture (such as they 
exist)? How might a geographical engagement with the subject of architecture be cultivated, 
and what theoretical and empirical shapes might this take? In tackling these questions, there 
are of course innumerable PhDs that might have been written, and in recognition of this, the 
thesis does not to provide a definitive answer to the `question' of urban architecture. Rather, it 
can be seen as an experimental document that will form a catalyst for debate that I hope other 
geographers and social scientists might react against, take forward, and so on, in developing 
their own agendas and purchases on the subject. 
* 
The second inconsistency that opened up between my `academic' and 'personal' 
understandings of the city, and which has also influenced the architectural focus of this thesis, 
was as follows. Around the time I was completing my masters' degree in the School of 
Geographical Sciences, Bristol was competing with a group of other UK cities to win the 2008 
'European Capital of Culture' title. Bristol's bid had included proposals to expand and improve 
the city's cultural and arts infrastructure, as well as establishing various festivals and 
organising other ephemeral events such as street parties. Although Bristol ultimately lost out 
to Liverpool, its involvement in this competition made me aware of how the notion of `urban 
culture' was increasingly becoming both a focus for, and a tool for effecting, urban change and 
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regeneration. This sparked my interest in researching whether, and in what ways, the kinds of 
embodied urban experiences that I was so interested in might be being mediated by the 
increasing prevalence of such culture-led initiatives, in terms of the widespread interventions 
in urban architecture that these schemes were provoking. 
One particularly noticeable architectural trend associated with the rise of culture-led 
regeneration and planning has been the construction of a new wave of urban cultural centres, 
often within officially designated 'cultural quarters', as architectural focal points for city 
renewal schemes. Whilst the exact reasons for construction, and the local planning contexts in 
which they emerge, vary from city to city, many such buildings began to appear in the UK 
around the same time, including Dundee Contemporary Arts (DCA) (1999) Manchester's 
`Urbis' centre (2002), Gateshead's BALTIC Centre for Contemporary Arts (2002), and 
Liverpool's Foundation for Art and Creative Technology (FACT centre) (2003). These cultural 
centres are typically configured as 'hybrid' spaces that consciously seek to differentiate 
themselves from more traditional cultural venues such as art galleries and museums, by 
functioning as an "active space rather than one of passive observation... part-community 
centre, part-laboratory and part-academy" (Doherty, 2006: no page number). Additionally, 
such venues often use terms such as: 
`laboratory', 'construction site', and `art factory', to differentiate themselves from 
bureaucracy-encumbered collection-based museums; their dedicated project spaces 
create a buzz of creativity and the aura of being at the vanguard of contemporary 
production (Bishop, 2004: 52). 
In doing so, these new buildings seek to appeal to and engage many different audiences, as well as 
seeking to explicitly foster exciting and eventful milieus that work with precisely the logics of 
encounter and affect that I have outlined above. 
Despite their growing number, a search for academic work, within the social sciences, on these 
new urban cultural buildings revealed to me that whilst geographers have discussed urban 
infrastructural change more generally, there is an absence of disciplinary literature exploring these 
new cultural buildings, and considering how they might possess generative capacities in their own 
right. Rather, they have been subsumed within analyses that interpret the urban landscape as the 
outcome or end-product of broad politico-economic forces shaping the city. Furthermore, the vast 
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majority of geographical literature that I consulted concerning the broader cultural regeneration 
of cities was overwhelmingly sceptical in tone, interpreting the emergence of `culturalised' urban 
landscapes as examples of a wider trend of gentrification, of the increasing determination of the 
city by urban elites, designers and regeneration consultants, or as the expansion of (as it was put to 
me during my PhD upgrade presentation) 'middle-class consumption spaces'. 
It might seem tempting, thinking in terms of 'power knowledge' as outlined above, to interpret 
new public cultural buildings as orchestrated and framed by the political, social and economic 
objectives of urban cultural planning and cultural-led regeneration schemes. Given my focus 
on 'life-knowledge', however, and those episodes of urban experience that overspill or elude 
these more structured ways of knowing the city and its population, I strongly believe that 
there is much more going-on in such architectural spaces. As the cultural theorist lain 
Chambers argues: "cities, urban life, architecture ... however much they may 
be prescribed by 
disciplinary regimes and the law, are ultimately dependent on the performative event of 
being.. 
. and an ethics of becoming" (2001: 419). In other words, buildings are not merely 
applications of planning practice, but have their own implications for fostering urban 
experience and an alternative urban politics, and attending to this is a matter of unhooking the 
notion of 'architecture' from wider geographical discourses on urban change. Recognising the 
generative capacity of these spaces is also important to avoid closing off the potential for 
engaging more positively and closely with the architectural dimensions of urban change. 
My growing interest in urban cultural centres, and the kinds of new experiences and 
encounters they afford those visiting them, thus began to layer in with my interests in 
exploring urban architecture, and experiences of urban architecture, within the thesis. 
Ultimately, it became clear that my thesis would be an intensive and small-scale study of a 
particular urban cultural centre, and that this would provide an exemplar for mapping out the 
contours of a new geographical engagement with architecture. The building that has formed 
the focus of my empirical research is the Foundation for Art and Creative Technology (FACT 
centre) in Liverpool. Many of my friends and colleagues were somewhat surprised, not to say 
bemused, when they discovered that I was intending to research culture and architecture in 
Liverpool. In all honesty, I may have reacted the same way myself had I not, by this stage, 
become aware of the city's incredibly rich and avant-garde artistic history and the wealth of 
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cultural projects taking place there. On top of this, the heightening of activities and energies 
associated with the build up to the city's European Capital of Culture year in 2008, meant that 
I could not have chosen a more interesting time to visit, and undertake research within, this 
particular building and city. 
In summary, then, this thesis makes an important and timely contribution to geographical 
inquiry in the following two ways. Firstly, it opens up conceptual and empirical ways of 
engaging with urban architecture, which has previously been a largely neglected subject 
within disciplinary research on the city. It organises this by proposing the notion of event- 
space in order to assert that urban experience and architectural form cannot be studied in 
isolation, as they are co-constituted through their continual encounters with one another. 
`Event-space' draws together the material ('concrete'), intangible (affectual, experiential) and 
ephemeral (practical) facets of architecture in order to get at the complex ways in which 
individual buildings inflect everyday urban experience and vice versa. Secondly, the thesis 
develops this approach using the exemplar of the FACT centre in Liverpool, which can be 
identified as a one of a particular type of 'hybrid' urban cultural building that is becoming 
increasingly prevalent across different cities. In doing so it addresses a current empirical gap in 
the geographical literature, and this is an important step given that such buildings can be seen 
to be playing a growing role in shaping urban experience through the experiential and 
affectual registers they afford. 
The next section of this introduction now outlines the individual chapters that make up the 
thesis in more detail. I will highlight the key discussions that steer the discussion forward and 
explain how these develop the research themes outlined above, and in doing so signal where 
the research will take the reader. 
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(1.1) Mapping the Thesis 
Following this introduction, Chapter Two explores in depth the reasons for the lack of 
geographical work on urban architecture, arguing that this is due to the wider ways in which 
the discipline has imagined, defined and researched urban space as an object of study. This is 
demonstrated in relation to two major geographical perspectives: cultural geographies of the 
`everyday city', and geographies of the built urban environment/ urban landscape. 
In relation to the former strand of literature, the discussion illuminates how this work is 
underlined by a critique of the city as it is defined by planners, architects and urban managers 
inspired by the urban activism of Paris-based avant-garde collective the Situationists, as well as 
the writings of French urban and social theorist Henri Lefebvre, (both of whom opposed post- 
war development in Paris). In line with this, cultural geographies of the everyday city seek to 
prioritise the `unplanned', organic, non-institutionalised street-level knowledges and practices 
generated by everyday urban inhabitants, as a way of contesting more `officialised' scriptings 
of urban space. Whilst this approach advocates a turn to the micro-spatial as a means of 
capturing the richness and complexity of the city, I argue that it also serves to constrain 
potential engagements with architecture because, in advocating spatial practices as the primary 
means by which `planned' urban spaces might be contested, this work pivots on precisely the 
kind of conceptual distinction between the ephemeral and the concrete, the social and the 
architectural that the thesis aims to move away from. Furthermore, cultural geographies of the 
everyday city mobilise an essentialist and over-simplified notions of 'planned' and `unplanned' 
urban space, which limits the possibility for thinking about the emergent potential of 
individual buildings to become differently, and to take on alternative meanings, uses and 
atmospheres than those that might be expected of them. 
The chapter then moves to consider geographies of the built urban environment, which have 
their origins in new interpretive, (rather than purely descriptive) geographical approaches to 
landscape that emerged in the late 1980s, partly as part of a wider move to criticise the 
disastrous legacy of modernist post-war planning and growing urban inequality. This work 
considered the urban built environment as an aggregate, tangible representation of (and as 
compliant with) broader, intangible forces shaping the city, namely political power and capital 
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circulation: and, as invested with layers of meaning that could be decoded by the analyst. This 
collective and representational approach to the urban built environment continues to 
influence the contemporary geographical imagination, however I argue that by making a 
broad fix on the urban landscape, such work closes off the potential for thinking about 
individual architectural spaces. Furthermore, in relation to urban cultural centres such as 
FACT, I emphasise the need for geographical inquiry to refrain from falling back on such 
broader urban discourses as the primary means of capturing what is happening inside and 
around these buildings (or indeed any building). 
In summary, this critical review of the geographical literature reveals that existing urban 
geographies have failed to acknowledge the close co-production of bodies and buildings, as 
they have largely separated out, and set in operation, urban experience and architectural form. 
Cultural geographies of the everyday city have neglected the architectural (questions of 'form') 
in favour of micro-spatial embodied practices, whereas geographies of the built urban 
environment have over-determined the role of broader, external forces in shaping the physical 
form (and implicitly uses) of buildings. 
This contention provides a platform for building a conceptual approach that can allow for a 
close and intensive reading of architectural space, as well as attend to the interrelatedness of 
architectural form and experience, and take seriously the productive potential of architectural 
space. This forms the task of Chapter Three, in which I propose a geographical approach that 
asserts first and foremost the taking place of body-building encounters. Attending to this 
involves doing more, crucially, than producing accounts of architecture that simply layer 
embodied practices over buildings, which are thus rendered as backdrops against which 
various situations and activities take place. Therefore the discussion draws upon geographical 
non-representational theory, which offers a processual ontology of event and encounter. This 
stance envisages the world not as primarily consisting of subjects and objects, but rather as 
being played out moment-by-moment from an imminent, 'in-between' realm of events and 
encounters. In doing so non-representational geographies aim to capture the liveliness and 
energy of the world - the push of life as it is played out in the here and now. Seen this way, 
both the embodied subject and its practices are decentred, in order to make space for the forces 
of the world as they work upon us in potentially affirmative or debilitating ways that we 
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cannot fully prepare for or anticipate. A non-representational ontology thus offers a way of 
getting back to the very building blocks that constitute the architectural: the body-building 
encounter as the most intimate and primary means by which we shape, and are shaped in turn, 
by the buildings we inhabit, pass through or pass by. It provides a means of attending to the 
productive potential of buildings to become differently to how we might expect. It also, 
through an attention to transpersonal intensities of feeling, affects, moods and attitudes that 
'shadow' daily life, suggests a way of thinking about how these architectural experiences might 
contribute to the affectual economy of a building on a massive scale, overflowing the walls of 
the space. 
The chapter then offers a tripartite theorisation of architecture, which I term 'event-space'. 
This attends to a building's material ('concrete'), immaterial (affectual) and ephemeral 
(practiced) realms as mutually co-dependent. This crystallises the encounter-orientated 
approach to be adopted throughout the empirical portion of the thesis. I look at how the 
notion of 'the event' is developed by philosopher Gilles Deleuze in his book 'The Logic of 
Sense', and consider what this implies for how the event-space might be captured empirically. 
Following this, I outline three event-orientated architectural theorisations, proposed by 
Elizabeth Grosz, Bernard Tschumi, and Brian Massumi, that offer possible ways of 
constructing spaces for grasping these moments of actualisation of architectural event-space. 
Finally, the discussion discusses practical ways of proceeding methodologically throughout the 
empirical portion of the thesis. It introduces the case study that forms the subject of the thesis' 
three empirical chapters, the Foundation for Art and Creative Technology (FACT centre) in 
Liverpool, before discussing the key methodological issues surrounding the apprehending, 
registering, analysing and writing of this architectural event-space. 
Chapters Four, Five and Six then form a trilogy of stories about FACT that focuses in 
intensively upon this building as an exemplar for mobilising an event-based geographical 
approach to studying urban architecture, and for drawing attention the urban cultural centre 
as a new, and important, kind of urban building for shaping everyday experiences of the city. 
Although chapters four to six can be read as stand-alone pieces, they work in sequence to 
move conceptually through `inflows' - `flows' - and `outflows' to/ within the space of FACT, 
being focussed upon the prospecting, architecting, and afterlife of the building, respectively. 
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In Chapter Four, 'Prospecting FACT', I look at the process by which the FACT building came 
to assume its material presence in Liverpool's urban landscape ('inflows' into the space). In line 
with my conceptualisation of an expansive notion of architectural form developed in Chapter 
Three, I take this to denote a much more prolonged and gradual process than simply its 
physical construction (between the years 2001 and 2003), by casting back to the pre-history of 
the FACT building, whose roots can be traced to a small, independent arts agency called 
Moviola that was established in 1988. I will argue that certain key moments and decisions 
during this pre-building period worked to imbue the venture with a particular avant-garde 
`mood' or 'attitude' (defined by FACT founder Eddie Berg as `Scouse Contemporary') of 
futurity, newness, novelty, confidence, innovation, criticality, and participation, that came to 
characterise the style of Moviola during its early years, and then later came to inhere in the 
materiality of the FACT building, and to inflect its afterlife. I trace out this 'Scouse 
Contemporary' attitude from an initial expression and burst of energy and ambition during 
Liverpool's first ever `Video Positive' festival in 1989, as it was subsequently qualified (named, 
formalised and channelled into discrete programmes of activity) and sedimented (embedded, 
strengthened and made consistently visible by drawing in ever more people, spaces and arts 
projects), over the following few years, through two programmes set up by Moviola: the 
Collaborations Programme and `MITES' (the Moving Image Touring and Exhibition Service), 
an equipment pool and technical support service aimed at artists working with Video Art and 
New Media art. In taking this affect-orientated approach to the emergence of FACT, my key 
objective is to stress that the emergence of FACT (or indeed any architectural space) cannot be 
fully analysed or understood solely by recourse to discourses of urban planning, or conceived 
of simply as the process of construction of a space, and that it is vital to also acknowledge the 
role played by a more expansive set of phenomena, such as the kinds of affectual resonances 
described above, in shaping a building's becoming-infrastructural. These affects are important 
as they have potentially major implications for how a building is then enacted and experienced 
in its everyday afterlife. 
This is not to suggest that the urban planning context in which FACT emerged was not 
significant and I will therefore contextualise this affectual reading of FACT's becoming- 
infrastructural within Liverpool's cultural planning history. In mobilising the notion of 
'prospecting' rather than `planning', I envision this planning context as it defined the 
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emergence of the FACT building not as a closing down, but as an opening up and sparking off 
of a host of new possibilities. Allowing for this openness is important because it suggests that 
there are many possible worlds to be encountered within the FACT building other than those 
that might be assumed by reading the space primarily as an 'end product' of Liverpool's 
ongoing cultural regeneration programme. 
In Chapter Five, `Architecting FACT', I attend to the FACT building in the here-and-now, 
(`flows' within the space). Casting aside long-standing semiological readings of buildings, in 
which architecture is read representation-illy. that is, as embodying a series of deeply 
embedded messages and meanings that can be revealed by interpretive analysis, I instead offer 
an account of the FACT building as, in the words of Massumi (1998), an `asignifying sign'. Seen 
this way, the space does not so much represent `the new' but rather as catalysing experiential 
newness through the myriad body-building encounters which it affords the visitor. 
The discussion then demonstrates how this newness might be captured and documented by 
providing an alternative, event-orientated reading of my personal journey to and through the 
FACT building. The discussion is organised as a walk through the FACT building, beginning 
with an event-based reading of its exterior facade and approach, before moving inside to take 
in the foyer, reception, and interactive 'Media Lounge' area. As well as seeking to think 
architecture through the event, this discussion also presents a series of attempts to 
methodologically define and document the architectural `event-space', by evoking FACT as 
immersive sensorium, as heightened consciousness, and as multiple time-space rhythms. This 
chapter therefore questions how we might, as geographers and social scientists, become aware 
of the possibility of architecture, including that of so-called `planned' cultural buildings, to 
cultivate new ways of living through the encounters, experiences and events they foster. This 
is not a romantic distraction from 'real' urban issues, but rather an important step towards 
developing more attuned ways of getting to grips with the major changes currently affecting 
our cities, and for thinking about how we might engage with these in positive ways. 
Chapter Six, ('The Afterlife of FACT'), then shifts emphasis towards two organisational, 
programmed modes of going-on within FACT, specifically practices of `curating' and 
'collaborating'. The purpose of this is to interrogate how these further cultivate the affectual 
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economy of the building, and how, in this, they also work to mediate and choreograph the 
architectural event-space as it is populated by the more 'raw' body-building encounters 
evidenced in Chapter Five, extending, funnelling or refracting these in different directions. 
This discussion acknowledges that buildings are always cut across by different modes of 
organisation, whether fairly loose or strictly imposed, and that buildings are never entirely 
constituted by unmediated body-building encounters. 
This brings the thesis into confrontation with some of the political issues surrounding the 
advent of event-spaces ('outflows'); how can the openness of architecture to new becomings be 
understood given the organisational powers intervening in built spaces? What are the positive 
and negative ways in which event-spaces might be enacted? How might the borders of the 
architectural event-space be envisaged and policed and to what ends? This in some ways brings 
the discussion full circle to reflect upon the role of public, cultural urban buildings in the age of 
the `creative city', `cultural planning' and the initiatives and politics that these manifest. 
The Concluding Chapter then provides an opportunity to reiterate the main issues raised and 
explored throughout the thesis, before presenting the main findings to emerge from these 
discussions. It also begins to contextualise the thesis within wider current debates about 
architecture and urban regeneration and, finally, offers ideas for how its key arguments might 
be taken forward and built upon in future research. 
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2. FIGURING `ARCHITECTURE' WITHIN URBAN-ORIENTATED 
GEOGRAPHIES 
(2.0) Chapter Overview 
Despite repeated calls from geographers over the years for their discipline to explicitly theorise 
and get to grips with the subject of architecture (Knox, 1987; Goss, 1988; Lees, 2001; Jenkins, 
2002; Crysler, 2003) such engagement has, overall, been neither coherent nor consistent and, 
as the authors listed above point out, largely neglected to envisage the architectural in terms of 
the individual building. In reflection of this state of affairs, this chapter does not proceed by 
systematically tracing the subject of 'architecture' throughout successive geographical 
literatures, analyses and concerns, (this has, in any case, already been done elsewhere: see 
Lees, Ibid; Crysler, Ibid; Black, 2003; Jacobs, 2006). Instead, the discussion addresses the more 
specific issue of how geographical understandings of urban architecture, (such as they exist), 
have been constrained by the wider ways in which the discipline has imagined, defined and 
approached urban space as an object of study. This is demonstrated in relation to two major 
geographical perspectives concerning the urban: cultural geographies of the 'everyday city' 
(which consider `planned' urban space), and geographies of the built urban environment/ 
urban landscape. My intention, in discussing these geographical approaches to studying urban 
space, is not to criticise them per se, but to flag up what is being lost or neglected: to stress that 
the architectural is merely implied here, and figures only as a hazily defined presence. 
This is a point for concern given that particular buildings house, foster and inflect our daily 
lives in many complex and significant ways, and it is therefore imperative that conceptual and 
analytical space is opened up in order to attend in detail to, and to emphasise, the experiential 
dimensions of architecture, the embodied sensations sparked by our everyday acts of 
inhabiting, visiting or passing by urban buildings; and, to explore the ways in which these 
encounters shape our everyday urban lives. I will focus on urban cultural buildings -a timely 
architectural example given that contemporary cities are witnessing unprecedented 
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interventions in, and a proliferation of, such spaces in light of the recent rise of urban cultural 
planning and culture-led regeneration. It is therefore vital that geographers engage with the 
potential array of experiences that these new architectures may (or may not) be helping to 
create, and throughout the following discussion I will therefore also propose a geographical 
vocabulary for attending to this. 
The following discussion proceeds by cutting through disciplinary engagements with, and 
conceptualisations of, 'planned' urban space', which figure strongly within what I will term 
'cultural geographies of the everyday city'. This strand of literature seeks to contest the city as 
defined by planners, architects and urban elites by prioritising the `unplanned' street-level 
knowledges generated by ordinary urban inhabitants. In doing so, it has drawn upon an 
influential body of planning critique that emerged in response to 20th Century modernist 
planning in France, as led by the avant-garde collective the Situationists, and urban social 
theorist Henri Lefebvre. I will argue that cultural geographies of the everyday city constrain 
geographical understandings of architecture in the four following ways, whilst at the same 
time beginning to signal the alternative approach to architecture that I will develop 
throughout the thesis. 
Firstly, I will argue that cultural geographies of the everyday city pivot on an essentialist and 
over-simplified distinction between `planned' and `unplanned' space, in which either category 
is assumed to foster a particular, pre-determined quality and type of urban experience 
(inauthentic, managed and controlled versus authentic, meaningful and organic, respectively). 
This constrains the possibility for thinking about the emergent potential of architectural 
spaces: the ways in which buildings might become differently, and take on alternative 
meanings, uses, significances and atmospheres than those that might be anticipated. Secondly, 
in eschewing planned urban landscapes in favour of more grassroots milieus and 
environments, this literature evades the very spaces that it seeks to confront. Thirdly, this 
approach advocates embodied spatial practices as the primary means by which planned 
infrastructures might be contested (by opening up alternative spaces through activities such as 
' Throughout the thesis, the term 'planned space' specifically denotes urban locales and architectures that 
have been designed and constructed, and their anticipated uses defined, as part of deliberate urban 
strategies initiated by local authorities. This must be qualified, as of course any building has necessarily 
been planned in some sense in order to channel and effect its becoming-infrastructural. 
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skateboarding, protesting, or avant-garde artistic happenings). In doing so, however, a 
conceptual distinction is established between the ephemeral and the concrete, the social and 
the architectural. This neglects the ways in which our daily urban lives and selves, and the 
architectures in which we work, live, socialise, relax, study and so on, are in fact intimately 
and dynamically co-produced. Fourthly, this work mobilises a narrow political stance that 
centres upon street-based protest and activism, and seeks to establish its own vision of a 
'better' city, rather than acknowledging the urban as the site of innumerable co-existing 
worlds. This closes off the possibility for recognising the myriad relations between body and 
building that are ceaselessly emerging across the city, and the elusive, emergent politics that 
this enacts (one might say the politics of 'what happens') being made primary within empirical 
studies. 
Following this critical discussion of geographical takes on `planned' urban space, and the 
implications of these for engaging with architecture, I will flag up some nascent steps taken by 
geographers to explicitly address planned urban architectures, which have looked at how 
people inhabit and make sense of such spaces: via contributions to what Leonie Sandercock 
terms `insurgent planning histories' (see Sandercock, 1998); through undertaking ethnographic 
studies of individual buildings; and, by thinking about how the implications of urban 
regeneration for buildings and neighbourhoods affect people's daily urban routines and 
sensory experiences. I will consider what this work has to offer to the development of a new 
event-orientated geographical take on the subject of urban architecture. 
Following this, I will move to trace out another prevalent geographical conceptualisation of 
urban space that has been developed within what I will refer to as 'geographies of the built 
urban environment'. This literature has been concerned, in various ways, with analysing the 
politico-economic dimensions of the physical urban landscape and built infrastructure. I will 
begin by outlining the origins of interpretive (rather than purely descriptive) approaches to 
the urban landscape that were configured within the 'new' cultural and politico-economic 
geographies unfolding in the late 1980s. Whilst this might seem to present a disjunction from 
the development of the chapter thus far, these critical agendas also partly emerged (like those 
of the Situationists and Lefebvre, albeit much later chronologically) in criticism of the legacies 
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of modernist planning, as many post-war housing projects came to be deemed failures having 
exacerbated urban poverty and social problems. 
As a result, urban geographers developed a take on the built urban landscape that considered this 
as a tangible representation of (and as compliant with) broader forces shaping the city, namely 
political power and capital circulation. The built environment was thus envisaged as a symbolic 
realm invested with many layers of deeper meaning that could be decoded through semiological 
analyses. Once again, I will show how such representational approaches to the urban built 
environment have continued to influence - and constrain - current urban geographical 
conceptualisations of architecture. Whilst this work undoubtedly raises many important points 
concerning who has the right to decide upon, and control, the uses of urban space, it constrains 
the discipline's appreciation of the architectural conceived of as the individual building because it 
subsumes this within the built environment as aggregate form. This denies an awareness of the 
potential role of buildings to become distinct spaces in their own right rather than just serving 
external agendas. It does not allow buildings to be the emphasis of empirical work on the city, and 
therefore closes off the potential for considering how individual buildings might act as eventful, 
productive and dynamic spaces which are themselves generative of more animated, unpredictable 
and'on-the-go' encounters, experiences and worlds. 
Finally, I will outline recent work within the interdisciplinary area of Critical Museums Studies, 
which has focussed on the individual cultural buildings being created in the wake of culture-led 
regeneration, and which signals more nuanced ways in which geographers might attend to the 
micro-spatial organisational, curatorial, and physiognomic means by which particular spaces fold 
into and afford new urban experiences through the activities and embodied responses that they 
provoke. The potential contribution of these studies to a fuller geographical engagement with 
architecture is, however, qualified, as they also demonstrate an ultimate need to explain such 
spaces by connecting them up to the spread, and physical embedding, of international curatorial 
and architectural trends, thus implicitly understanding individual buildings, once again, as 
markers of wider processes. 
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The chapter then concludes by rearticulating the key problems and silences surrounding existing 
geographical conceptualisations of urban architecture, and reiterates my central assertion that 
body-building encounters are of primary importance in shaping both the architectural spaces we 
inhabit, and our everyday urban lives and selves at the same time: and these encounters therefore 
must form the central concern of a new geographical take on architecture. 
20 
Chapter 2: Figuring `Architecture' within Urban-Orientated Geographies 
(I) First Cut: 'Planned' Urban Space - Everyday Urban Practice/ Experience 
Conceptualisations of `planned' urban space have figured strongly within cultural geographies 
of the everyday city. This prevalent strand of urban-orientated geographical research 
continues to be influenced by the critical writings of a small group of French theorists and 
activists who condemned the modernist planning and architectural styles being initiated in 
their country and across Europe after the Second World War. The following section provides 
an overview of the modernist planning approach, before outlining the specific discontents of 
avant-garde collective the Situationists, as well as the anti-planning writings of one of their 
contemporaries, the urban and social theorist Henri Lefebvre. I will demonstrate how the 
ideas of both of the above have had a lasting influence upon contemporary geographies of the 
everyday city, and highlight how this has worked to constrain geographical understandings of 
urban architecture and architectural experience. 
(2.1) Modernist Planning and Architecture 
Modernist planning and architecture were borne of the new ideas and methods associated 
with `scientific management', a revolutionary approach to industrial management and reform 
that emerged in the US during the early 20th Century and was pioneered by engineers such as 
Frederick Taylor and Henry Ford. Scientific management prioritised "method, standardisation 
and planning" (Guillen, 2007: 4) as a means of maximising efficiency and reducing disorder 
and waste (of materials, time and labour) during production. These central principles inspired 
a new generation of architects who sought to develop an architecture appropriate for a new 
'age of the machine', who were "frustrated at the inability of existing architectural approaches 
and practices to take advantage of the aesthetic possibility offered by industrialisation, and to 
tackle the social problems engendered by the growth of cities" (Ibid). Architectural modernism 
therefore began as a radical approach that rejected the traditional link between architecture, 
tradition, the fine arts, and craftsmanship, and instead aligned the architectural profession 
with engineering, new materials, and standardised production techniques (see Guillen, Ibid; 
Frampton, 1992). The famous modernist principle `form follows function' denoted the 
movement's aesthetics, according to which a building's physical beauty was relative to its 
utility. 
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Modernist architects were eager to address the bigger urban problems that had previously 
been tackled by planners and engineers (Mabin, 2000). A desire to bring a rational and 
functional coherence to the city was expressed by the Congres Internationaux D'Architecture 
Moderne (CLAM), the "official representative body of modernist architecture worldwide" 
(Sadler, 1999: 22). The 1933 `Athens Charter' of the CLAM contained 111 propositions 
committing its members to principles such as functional zoning (arranging cities into separate 
areas for working, dwelling, leisure and circulation with greenbelts in-between), and the use 
of a single, standard housing type (widely spaced apartment blocks) to accommodate high 
density populations. Through the modernist movement, the architectural profession therefore 
moved sharply away from a central concern with the individual building as a unique and 
disaggregated object, towards seeing architecture as bound up in a wider 'city system', as well 
as being the key to helping this system run more smoothly and efficiently through its design. 
Modernist architects perceived themselves as social reformers, and after the Second World 
War they applied their particular design principles to address the physical devastation 
experienced by many European cities. It was, however, from this time onwards that "the 
socially critical position that modem architecture had stood for in the years between the wars 
was... replaced by an institutionalised and officially recognised approach" (Heynen, 1999: 149). 
As modernism was reaching its peak in terms of worldwide production, criticism emerged over 
its direction and associations from within the field of architecture, for example from former 
CLAM members who formed a counter-group known as `Team 10' or 'Team X' (Frampton, 
Ibid); and, following May 1968, from radical architectural groups such as Archigram and 
Utopie (see Swyngedouw, 2002; Higgott, 2007). 
Architectural modernism assumed distinct physical expressions in different countries and 
across different continents (see King, 2004; Holston, 1998 on Brasilia). In France, modernist 
planning was adopted zealously and was manifest in three main ways, by 'Les Grands 
Ensembles' (vast high-rise housing estates built around major cities), by `Les Villes Nouvelles' 
(New Towns), and within major plans for redeveloping and modernizing Paris following new 
plans championed by French architect Charles-$douard Jeanneret-Gris, otherwise known as 
Le Corbusier (see Sadler, 1999). It was these developments, especially the latter, and the extent 
and speed of their emergence, which became the target of bitter criticism from both the avant- 
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garde group the Situationists and urban theorist Henri Lefebvre, in the form of both intellectual 
and activism-orientated responses. In both of these critiques, walking in the street was advocated as 
a revolutionary practice that could contest the city as defined and organised by the modernist 
urban planner or architect. In this capacity, the work of both the Situationists and Lefebvre has had 
a major and lasting influence upon human geographical conceptualisations of the `everyday city' 
and urban experience, by drawing a conceptual line between embodied practice and architecture, 
by shunning planned urban space, as well as advocating a particular kind of urban politics, both of 
which (as I will show) have worked to constrain geographical understandings of architecture and 
architectural experience. 
(a) The Situationists: Anti-Planning Avant-Garde Activism 
For the Paris-based avant-garde collective the Situationists (active from 1957 to 1972), post-war 
modernist planning represented the increasing appropriation of urban space by city governors and 
bureaucrats. The group was appalled by the destruction of older, dilapidated parts of their city, such 
as the Les Halles market, and the clearance of the Beaubourg slum to eventually be replaced by the 
Centre National d'Art et de Culture Georges Pompidou (Pompidou Centre), designed by the world- 
famous architects Richard Rogers and Renzo Piano (Sadler, Ibid). For the Situationists, such 
developments signalled the loss of older, more authentic locales with vitality and authenticity, in 
favour of planned spaces that were sterile, boring, and where life was colonised by the orderings of 
capitalism. 
The group's preference for areas that had not been reshaped and sanitised by architects and 
planners was crystallised early in the group's lifetime, 1957 to be precise, with the production of a 
map entitled 'the Naked City', by members Guy Debord and Asger Jorn (see Figure 2.1 below). This 
consisted of cut up fragments of a map of Paris, each disclosing a particular `Unite d'Ambiance': an 
area of particularly heightened urban atmosphere. The Naked City discarded the rest of the city 
that had, in the artists' minds, been ruined by redevelopment, and sought to fracture the orderly 
and functional representations of Paris favoured by the modernist planners (Finder, 1996). The 
research for this map was gathered by the Situationists' preferred means of exploring the city - 
walking - using a method they called the derive (meaning 'drift'). They distinguished the derive 
from a mere journey or stroll, describing it as `playful-constructive behaviour' that entailed making 
a "free-form but critical drift through urban terrain" (Pinder, Ibid: 416), and which paid attention 
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to the ambience and mood of different parts of the city or, in their vocabulary, to the urban 
`psychogeography'. 
Figure (2.1): The Naked City' (1957) by Guy Debord and Asger Jorn 
The Situationists strongly believed that architecture could revolutionise urban life. One member, 
known as 'Constant', devised plans for a utopian city called New Babylon (see Figure 2.2 below), 
in which the modernist tenet of functional zoning was to be eschewed in favour of a 'unitary 
urbanism'. Following this, architecture would not fix, order and constrain the city's inhabitants, 
but facilitate continual circulation and free movement, and be modifiable according to the wishes 
of its users. Through its mutable architecture, New Babylon would, it was imagined, afford its 
inhabitants the continual possibility of novel experiences and excitement in their everyday urban 
lives. The mobility of the New Babylon was the very antithesis of "the frozen world of late 
capitalist culture" (McDonough, 2001: 95; also see Pinder, 1996; 2005a; Heynen, 1999) as 
architecture here would no longer be complicit in ordering urban activities and encounters, but 
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become open and fluid, shaping and in turn being shaped by the people and events that it housed. 
Through New Babylon, the Situationists envisaged architecture as a rich sensorium, not just a 
container for action but shot through with emotive and atmospheric resonances; the city would, 
for example, contain a `happy quarter', a 'sinister quarter', and so on. The New Babylon can be 
criticised for assuming or even trying to determine, through such namings, the particular 
kinds of feelings that it would stir in its inhabitants. Nevertheless, the Situationists recognised 
the primary nature of the emotive resonances of architecture: not just trivial matters, but 
events that constitute the most intimate and immediate building blocks of our experiences of 
urban architecture. In turn, the Situationists recognised that these experiences were forged 
through events and encounters folding together bodies and buildings, and that architecture 
constituted not so much a solid and fixed object but a more fluid, mutable tool for 
transforming urban life by fostering unexpected mixings, collisions and happenings. I want to 
assert and take forward the importance of geographers appreciating the importance of such 
architectural encounters and the atmospheric resonances these engender: the generative 
capacity of urban buildings - and the importance of building a vocabulary adept to capture 
this. 
Figure (2.2): "Yellow Sector": a Model for the New Babylon (1958) by Constant 
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Despite the Situationists' pioneering ideas concerning the intimate and complex ways in which 
architecture and bodies are dynamically interrelated, and how architecture might be used to 
enhance sensory pleasures and enliven everyday urban life, it is not this strand of their work 
that has been most influential upon contemporary geographical imaginations of the city2. 
Rather, it is the Situationists' critical disposition towards planned urban space that continues to 
resonate here, in three key ways; firstly, in their attraction to the more 'authentic' areas of the 
city that had escaped the modernist planner's gaze and their relative shunning of the places 
they criticised (as within their Naked City map); secondly, through the dichotomy they drew 
between older and more newly reconfigured spaces and buildings; and thirdly, and 
relationally, in the distinct ways they argued each type of urban space (either `planned' or 
'unplanned') imbued the everyday experiences and activities that it housed with a certain 
emotive quality (either soulless and dull, or authentic and vital respectively). 
Each of these traits can be traced within contemporary cultural geographies of the everyday 
city, and will be fleshed out in relation to actual examples of research in section (2.3). This also 
highlights how the Situationists' preference for walking as a means for knowing (and 
producing knowledges of) the city, is echoed in the 'political activist' approach of 
contemporary studies that attend to street-based spatial practices as a means of contesting 
dominant orderings of urban space (and their architectural configurations). Before 
exemplifying these points, however, the next section outlines the work of Henri Lefebvre, a 
French social and urban theorist and contemporary of the Situationists, whose work provided 
a theoretical reinforcement of the wider anti-planning feelings circulating in Paris at this time. 
Lefebvre's ideas have also continued to be particularly influential upon current geographies of 
the `everyday city, in the sense that they too distinguish between the 'controlled', abstract 
space of the planner and the 'lived', performed space of the urban inhabitant, and in doing so 
advocate embodied practice as a means of enacting a politics of resistance against, and for 
cultivating alternatives to, planned and regenerated urban spaces. 
2 However, see Borden et al. (eds. ) (2002) `The Unknown City' for a fascinating project by a group of 
architectural historians and theorists that develops a contemporary critique of urban architecture by 
drawing upon the ideas of the Situationists and Henri Lefebvre. 
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(b) Henri Lefebvre's Urban Writings and Theory 
Henri Lefebvre became the Director of the Institut de Sociologie Urbaine at Paris X University 
Nanterre in 1965 (Kofman and Lebas, 1996), and it was here that he developed his existing 
interests in, and writings on, the city. His 1960 essay entitled 'Notes on the New Town' (see 
Lefebvre, 1995a), expresses a fierce opposition to the new landscapes being created in the wake 
of French modernist urban planning. In this, Lefebvre contrasts his hometown of Navarrenx, a 
historic village in southwest France, with the nearby ville nouvelle of Mourenx (also see 
Highmore, 2000, Merrifield, 2002 for commentary on this piece). Lefebvre evokes the pastoral 
charm of the houses in Navarrenx, the idyllic community life and social exchanges taking 
place in the street, in houses, and at the market. Against this, he contrasts Mourenx (see Figure 
2.3 below), which was constructed to house workers from the nearby petrochemical industry 
at Lacq, and which consisted of a uniform housing type. Lefebvre writes "whenever I set foot 
in Mourenx I am filled with dread" (1995a: 118). Visiting the town during its construction, he 
wonders anxiously, "what are we on the threshold of? Are we entering the city of joy or the 
world of unredeemable boredom? " (Ibid). In Mourenx, Lefebvre feels that the familiar, cosy 
and traditional everyday life so apparent in Navarrenx has been thoroughly trampled by 
technology and abstracting vision of the planner, and that this has stripped the quotidian of its 
"games and spontaneous pleasures" (Ibid: 124) so that, as he retorts, "Surprises? Possibilities? 
From this place.. . they 
have vanished without trace" (Ibid: 119). 
Figure (2.3): The New Town of Mourenx, Aquitaine, France 
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Lefebvre contrasts the spatial imaginaries of the planner against the practices of everyday 
urban inhabitants conceptually within his book 'The Production of Space' (1991, first 
published 1974). Within this, his notion of a `spatial trialectic' has been explicitly evoked over 
the years by urban geographers to develop Marxist (Smith, 1984) and postmodern (Soja, 1989) 
analyses of the city (for a critical take on these appropriations see Kofman and Lebas, 1996; 
Merrifield, 2002), and this concept has also, more recently, informed cultural geographies of 
the everyday city. 
Within his spatial triad, Lefebvre distinguishes 'Representations of Space', that is 
"conceptualised space, the space of scientists, planners, urbanists, technocratic subdividers and 
social engineers ... all of whom identify what is lived and what is perceived with what is 
conceived... this is the dominant space in any society" (1991: 38). For Lefebvre, this is the 
space where power is embedded. Secondly, Lefebvre defines 'Representational Space'. This 
refers to "space as directly lived.. . the space of 
`inhabitants' and 'users'... This is the dominated 
- and hence passively experienced - space which the imagination seeks to change and 
appropriate" (Ibid: 39). This refers to the space of everyday life, the "experiential realm that 
conceived and ordered space will try to intervene in, rationalise and ultimately usurp" 
(Merrifield, Ibid: 174). The third element of this triad, 'spatial practice', is where the former 
two categories come together and where they engage in an ongoing struggle to assert their 
influence. Whilst Lefebvre, through this latter category of 'spatial practice', is at pains to 
emphasise the interrelatedness of discourses and practices of 'planned space' and 'lived space' 
and the constant negotiations occurring between these two realms, his conceptual approach 
nonetheless assumes from the start an inherent separation of urban infrastructure and 
embodied practice, which neglects the primary nature of encounters between body and 
building that shape both architecture and architectural experience. Furthermore, Lefebvre's 
trialectics of space assumes the nature of interactions between 'representations of space' and 
'representational space' to be hostile: but I want to stress that it is also important to remain 
open to the possibility of more positive, productive and affirming engagements between body 
and building taking place. 
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The clear conceptual distinction between different `types' of urban space made by Lefebvre in 
his spatial triad continues to be influential for cultural geographers seeking to criticise the 
appropriation and control of city centre spaces by urban elites ('representations of space') 
through an empirical focus on the embodied practices that comprise the `everyday city' 
('representational space')3. In the next section I will highlight how the particular takes on the 
planned city and urban practices expressed by the Situationists and Lefebvre have come to 
underpin contemporary cultural geographies of the everyday city and, in doing so, have 
relegated the architectural to at best a backdrop to, and at worst the antithesis of, embodied 
urban experience - rather than, as I am arguing, a vital protagonist in affording and shaping 
this. 
(2.2) Legacies: Contemporary Cultural Geographies of the 'Everyday City' 
Geographical interest in the everyday city arose as part of a growing disciplinary awareness, 
and mobilisation, of post-structural theory. The influence of this upon urban geographical 
thought was a rejection of the idea that it was possible to gain an overarching understanding of 
the city, as well as a questioning of the (naturalised) power claims that underlay any such 
totalising visions. Instead, geographers asserted the city's overwhelming complexity and its 
ultimate unknowability, the teeming mass of different understandings of any city that 
reflected its diversity of inhabitants, and aimed in various ways to prioritise the opinions and 
needs of those groups who were often neglected by the initiatives of urban planners. Put 
simply, these urban geographical perspectives proclaimed, "urban theorising can spend forever 
with these fragments of the city ... but cities continually unsettle and disturb any claims to 
`know' what is going on" (Pile and Thrift, 2000: 303). 
I Another influential French critic of post-war urban planning is Michel De Certeau. His essay 'Walking 
in the City' (De Certeau, 1984), has been extensively referenced by geographers turning to the street- 
level perspective as a means for knowing the city (Highmore, 2000; Mitchell, 2000; Pinder, 1996,2005b). 
In this, De Certeau describes the practice of walking as taking place "below the threshold" at which the 
visibility of the planner begins (1984: 93). Taken altogether, a myriad of urban trajectories created by the 
footsteps of the urban population present a "swarming mass" that "weave places together" (Ibid: 97), and 
which escape the totalising 'view from on high' of the urban planner as they are too numerous and small 
scale to attract his or her gaze. De Certeau's work on walking has not been discussed in depth here, in 
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The emphasis placed by both the Situationists and Lefebvre on everyday, street-based urban 
life was particularly influential for post-structural urban geographies in envisioning the city as 
a tapestry of interweaving lives and experiences, and in prioritising the innumerable 
microspatial goings-on that constitute daily urban experience: in other words, the more 
unprogrammed, non-institutionalised, and emergent elements of urban life (Latham, 2003). 
Influenced by Lefebvre's classification of 'Representational Space', and the Situationists' focus 
on walking in the city in order to experience its moods and atmospheres, this branch of 
research has been antithetical to "the idea that geographic order is imposed 'from above'... by 
the police, magistrates, engineers and planners" (Hubbard, 2006: 106), and has instead 
attended to the ways that such dominant scriptings of urban life are tempered through various 
resistant, mundane, or subversive practices. Such research attends to expressions of culture and 
creativity that unfold outside of 'official' plans for the city, as well as arguing for the 
importance of mundane spaces, that escape the gaze of urban planners, in shaping our urban 
experience (see for example Eric Laurier and Chris Philo's collaborative research on cafes, 
2006). 
The remainder of this section exemplifies the constraints inherent within the work of the 
Situationists and Lefebvre as it has become manifest in these cultural geographies of the 
everyday city. Architectural experience is largely written out of these accounts in favour of 
street-based practice, or (if it is included), figures only as a hazily defined back-drop for action, 
or is only attended to closely if it corresponds to the author's notion of a subversive or resistant 
space that sits outside the 'planned' parts of the city. I will argue that such an approach fails to 
address the architectural implications of the recent rise in urban cultural planning, the new 
kinds of buildings being created in light of this, and the kinds of experiences and encounters 
that these buildings may or may not be cultivating. 
Contemporary cultural geographies of the everyday city typically delineate between 'planned' 
and `unplanned' urban space, and hold a static and essentialistic view of both of these 
categories. For example, Paul Chatterton (2000) has challenged the rise of planned city centre 
infrastructures in light of the rising 'creative' or 'cultural' city phenomenon, referring to these 
as "corporate playscapes" (Ibid: 393). For him, these areas are not truly cultural spaces, and he 
highlights instead alternative locales of creativity such as "markets, taxi-ranks, bingo halls and 
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the betting shop" (Ibid), noting also the importance of practices - in his words creative - 
deemed to be undemocratic or illegal, such as graffiti, protest demonstrations and squatting 
(Ibid: 397). Whilst his work raises an important point concerning who has the power to define 
how our city centres are shaped and used (a question that he discusses elsewhere in relation to 
the redevelopment of Leeds city centre, see Chatterton and Unsworth, 2004), Chatterton's 
urban account does not offer a detailed analysis of the very locales that form the object of his 
critique. In using the term `corporate playscape', Chatterton refers to culturally planned spaces 
only in the vaguest of terms, and echoes the Situationists' tendency to boycott the modernised 
areas of post-war Paris. Furthermore, Chatterton distinguishes between the different modes of 
creativity being played out in so-called planned and unplanned areas of the city: the term 
`playscape' denotes a stereotypical idea of planned spaces housing programmed and staged 
activities, whereas the informal practices associated with less high-profile locations are 
deemed to be truly creative and, by definition, 'better'. 
The choice of the alternative spaces that Chatterton emphasises also reveals the particular (one 
might say narrow) urban politics that he aligns himself with based around activism and direct 
action, as well as the sorts of practices that he deems to constitute political praxis (protests, 
squatting), and his affirmation of an urban public founded upon communist and/ or anarchist 
notions of people's rights to the city. Chatterton thus envisages an `emergent' (underground, 
rebellious) politics that seeks to build an alternative community based around 'grassroots' 
spaces and cultural activity. This is not, however, the only way in which an emergent politics 
can be enacted through architecture. If architecture is instead analysed in terms of its potential 
to cultivate, through encounter, atmospheric and affectual resonances, then an emergent 
politics instead attends to the ways in which our everyday experiences of all architectural 
spaces (planned or unplanned) are caught up within and shaped by this. It is, to reiterate the 
key tenet of my argument, crucial that steps are taken to consider just this, given that many 
cities are today witnessing an unprecedented degree of intervention in their cultural 
landscapes and architectures in light of the rise of culture-led regeneration. There is an urgent 
need to engage with the specific buildings produced by these, in order to unpack more fully 
the potential experiences, encounters and expressions that they may (or may not) be fostering, 
without resorting to apriori assumptions about what these spaces might be and do. This is not a 
matter of uncritically accepting their emergence, but of becoming attuned to the possible 
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worlds that might be opened up therein, rather than closing off all possibility for engagement 
right from the start. 
Jacqueline Groth and Eric Corijn offer a similar take to Chatterton's on planned urban space, 
by focussing empirically upon 'indeterminate' city areas that sit physically close to, but are 
"not (yet) covered by" any particular city planning strategy (2005: 507). They discuss three 
European examples of such locales: Makasiinit (Helsinki), Raw-Tempel (Berlin), and Leopold 
Station (Brussels), all of which constitute artists' studios and galleries situated on obsolete 
railway land. Like Chatterton, the authors draw a clear line between planned urban space and 
these "places that are not coded by market-led urban development... where distinct 
possibilities for practices of innovation and playful intervention arise" (Ibid: 506), arguing that 
these "spontaneous, organic evolutions epitomise a different notion of 'urbanity' from that 
which is evident in planned developments owing to their disassociation from modernist 
utilitarian planning approaches and the logics of planning" (Ibid). Once again, this clearly 
makes a distinction between the kind of urban experience that one might expect to be offered 
by planned and unplanned urban architectures. Whilst Groth and Corijn raise some important 
points concerning the future of 'grassroots' artistic spaces in inner city locations, they presume 
urban planned spaces to be the pre-determined aggregate outcome of capital development and 
planning objectives, where there is little room for anything 'other' to take place (also see 
Leslie, 2005, for a similar argument). 
The attention that the Situationists and Lefebvre paid to spatial practices such as walking has 
also inspired geographers to carry out ethnographic research into street-based practices. In a 
2005 themed edition of the journal Cultural Geographies dedicated to artistic urban tactics and 
happenings, David Pinder reports on exploratory games devised by artists in New York, 
arguing that such playful activities draw attention to the importance of mood and atmosphere 
within the city, and as such are useful to social scientists seeking to develop "critical 
understandings of urban experience and life" (2005b: 390). Pinder believes that such avant- 
garde tactics play a vital role in confronting "the commercialised and commodified blandness 
of urban space" (Ibid: 398). He does not, however, elaborate on the actual material 
(architectural) manifestation of this 'blandness'. The surrounding buildings against which he 
sets the enlivening event in which he partakes, despite being so central to choreographing the 
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route of his walks, and inflecting his sensory experiences of the city, are only alluded to in 
passing. His account reinforces the notion that urban practices and architectural spaces are 
somehow separate and oppositional, setting the 'ephemeral' against the 'concrete', despite the 
fact that (as the Situationists argued themselves) both inside and out, buildings shape our daily 
urban lives in many complex and significant ways that need to be more fully theorised and 
understood: and, that our daily urban lives and selves, and the architectures in and alongside 
which we live, socialise, relax, study, and so on, are in fact intimately and dynamically co- 
produced. 
It is, however, possible to locate some examples of work by geographers that do take steps 
towards getting to grips with urban architecture. These do not fall within the sphere of 
cultural geographies of the everyday city and take their theoretical inspiration from diverse 
sources. What is significant, however, is that they demonstrate an empirical interest in the 
`planned' spaces of the city, and seek to directly and closely attend to these on the scale of the 
individual building, through ethnographic studies of architecture and by thinking about how 
buildings within regenerated neighbourhoods affect people's daily routines and sensory 
experiences. For this reason these studies overcome the neglect of urban space evident in the 
examples discussed above and, in doing so, offer some important pointers for developing a 
fuller geographical engagement with urban architecture. 
(2.3) Emerging Alternative Geographical Approaches to Architecture 
Geographers have written about everyday experiences of modernist architectural buildings. 
Phil Hubbard and Keith Lilley (2004) use interviews to explore the memories of residents of 
Coventry as they learned to negotiate the city centre's post-war central shopping precinct. 
Likewise, Mark Llewellyn (2004) considers the experiences of people living in the modernist 
housing block of Kensal House, London. Furthermore, Jane M. Jacobs et al (2007) consider the 
past and present lives of residents of Glasgow's Red Road high-rise flats, and elsewhere Jacobs 
considers the complex tangle of technical and social configurations that work and evolve to 
either 'hold together' or 'pull apart' the materiality of the modernist high-rise (2006). Such 
accounts can be seen to contribute to what Leonie Sandercock (1998) terms 'insurgent 
planning histories', alternative stories of planned urban locales that emphasise the feelings and 
everyday routines of those who actually inhabit and use such spaces, and which do not 
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therefore correspond to the official planners' stories purporting to know how such spaces will 
'improve' the lives of their residents. Studies such as the ones cited above are important 
because not only do they make a concerted effort to focus empirically upon architectures of 
urban planning, but also because they do not begin from a closed mindset towards what these 
spaces may or may not offer in terms of experience, nor do they assume certain kinds of 
practice and experience to naturally be appropriate here. Rather, they represent a more open 
stance concerning the capacity of these spaces to become (whether in ways that are affirming, 
tedious, or destructive for urban life), and to be transformed through their use in unforeseen 
or (in the case of Ronan Point as discussed by Jacobs, 2006) potentially disastrous ways. 
A more contemporary building is explored by Loretta Lees in her account of Vancouver's new 
civic library, as part of her call for geographers to better get to grips with the subject of 
architecture. Lees rejects ascribing meaning to architectural spaces through "abstract and 
apriori theorising" (2001: 57). Instead, she argues, geographers must make "a more active and 
embodied engagement with the lived building" (Ibid: 51), and appreciate that architecture, 
"both as a practice and a product.. . is performative, in the sense that 
it involves ongoing social 
practices through which space is continually shaped and inhabited" (Ibid: 53). Lees explores 
this empirically by capturing the practices through which the library's interior spaces "are 
actually being used, appropriated and inhabited" (Ibid. 59). Carrying out an ethnographic 
study of the space, Lees uncovers various activities that do not correspond to the 'officially' 
anticipated functions and rules of the library, for example students angling for a date, homeless 
people washing in the toilets, and young people playing. She concludes that for these people 
"what the library means is largely irrelevant. Rather, they're interested in what it does and 
what they can do there" (Ibid: 74). Lees hence draws attention to the mutability of 
architecture, the notion that a building's meaning is neither predetermined nor universal, nor 
simply assigned during its phase of design and construction. She stresses the latent potential of 
the library building to afford new activities and interrelations; a point which I agree is of 
critical importance in building a geography that is attentive to the emergent dimensions of 
architecture, which refrains from presuming the uses or significance of a space before 
exploring it empirically. 
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There are several criticisms to be made of Lees' study. Although she seeks to address everyday 
practices of public urban architecture by considering how the library's meaning is constituted 
through dynamic interrelations between people and place, her account in fact underscores 
divisions between the social and the architectural, with the latter remaining a relatively 
passive backdrop for its visitors. This stems from Lees' misreading of geographical non- 
representational theory to inform her account, which she takes to mean a simple move to 
prioritise practice, rather than as encompassing a deeper ontological shift in geographical 
thought that in fact decentres practice in order to begin with encounter - experiential 
encounters between body and world - as the primary means through which life is played out 
(a point that I fully flesh out and affirm in Chapter Three). Consequently, what is again absent 
in Lees' account is a sense of the architecture of the library itself, a feel for what the 
implications of its materiality are for constituting and choreographing bodies. Instead, Lees 
layers practices over what is essentially interpreted as a finished object, and whose presence 
remains largely uninterrupted by such minor, transient transgressions. 
Also questionable is Lees' classification of various uses of the library that she observes as 
`alternative', such as individuals with families or roots overseas spending the morning 
browsing foreign newspapers to keep up with news in a particular country. This example is 
surprising not least because libraries are, after all, intended to be free and accessible resource 
banks for their local community, but also because it implies that the architects responsible for 
designing the library were intent upon tightly prescribing its future uses. In a broader sense, 
however, architects are in fact increasingly concerned with creating spaces that might be 
appropriated and 'owned' in ways that they do not attempt to foresee (although it is not clear 
whether this was the case with Lees' case study). This then suggests that although architects 
are beginning to appreciate the potential of affect-based thinking and planning, and the kinds 
of architectures they might inspire, geographers are yet to do so. 
A final way in which geographers are beginning to consider planned urban architecture more 
explicitly is through work that explores the sensory experiences generated by the 'building of 
buildings', in terms of the experiential implications of this for people living amidst regenerated 
urban environments and architectures. Monica Degen (2002) explores the everyday 
experiences of residents within the newly redeveloped historic district of 'El Raval', in the 
35 
Chapter 2: Figuring 'Architecture' within Urban-Orientated Geographies 
centre of Barcelona. Degen considers the construction of new residential buildings here that 
do not have balconies, arguing that these apartments display strong boundaries between 
building and the street in contrast to older blocks with balconies - where these form 
"transitional spaces which promote a multi-sensory encounter" as they permitted one "to step 
outside and get a sense of space in this densely built area" (2002: 29). Degen addresses how the 
construction of new buildings shapes people's spatial practices in the area, writing that the 
cleansed Placa dels Angels in which the MACBA (Museu d'Art Contemporani de Barcelona) 
has been constructed only reflects "in a diminished manner, the everyday rhythms of its 
surrounding streets. The spatial dynamics of the square encourage only brief encounters" (Ibid: 
33). Degen's account raises the question of how the activist political stance represented by the 
work of Chatterton, and Groth and Corijn, might interpret such an event? On the one hand, 
the new Placa dels Angels now has become populated by skateboarders and other groups 
engaged in what might be read as counter-cultural activities: precisely the kinds of `subversive' 
practices endorsed by Chatterton et al. in different contexts. Given, however, that the 
construction of the square and MACBA involved the removal of an older, working-class 
community from the site, (and being a planned architectural space) this might then also been 
deemed as an example of bad architectural practice. This highlights the constraints and 
contradictions that arise from making an apriori link between urban practices and urban 
architectural spaces. This is not a criticism of Degen's original and insightful work, which 
takes seriously the complex sensory and ambient dimensions of buildings and illuminates the 
more elusive, yet potentially profound, ways in which we relate to architectural spaces and 
how this in part constitutes us as both individuals and communities. 
In addition, Degen's collaborative work on the vast indoor environment of Milton Keynes 
shopping centre (Degen er al. forthcoming), stresses an interest in "the experiencing" of 
designed urban spaces (Ibid: 7). Noting, as this chapter does, a lack of studies exploring 
planned urban space within the critical urban studies literature, the authors argue, "this 
absence implies that inhabitants of urban spaces are... anesthetised by aestheticization and 
dulled by design" (Ibid: 8). The authors' contention supports the central argument of this 
chapter: that geographical understandings of planned spaces are greatly limited by presuming 
the types of events and encounters that planned urban spaces might house. Degen et al. 
emphasise the need to rethink the nature of practices in such contexts, arguing that many 
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existing analyses dichotomise practices and spaces, and the authors move instead to consider 
"the way that embodied engagements animate the potential qualities of a specific space" (Ibid: 
12), envisaging the built environment as constituted by "intensities and textures of relations" 
played out through practices (Ibid: 15). 
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(II) Second Cut: The Built Urban Environment, Representation and Architectural Form 
I now want to critically review a second geographical literature that has envisioned urban 
space in terms of the 'built environment'. Although this might seem like a jump from the 
development of the chapter up to this point, which has focussed on conceptualisations of 
`planned urban space', the work to be discussed here emerged in order to make a similar 
argument to that of the Situationists and Lefebvre discussed earlier (albeit chronologically 
later, in the mid to late 1980s as opposed to the 1950s through to the early 1970s respectively). 
This new geographical perspective on the urban built environment or landscape emerged as 
part of a growing academic critique of urban planning that gained momentum as many post- 
war housing projects were deemed architectural and social failures that had contributed to, 
rather than alleviated, urban poverty and social disintegration. Critical and Marxist 
geographers (and in particular the members of the `Los Angeles School' of urban geography) 
were amongst those calling into question the existing image of urban planners and architects 
as politically neutral technical experts and, more specifically, began to develop new, politicised 
approaches to reading the urban landscape that envisaged this as the tangible representation of 
(and compliant in) the broader intangible politico-economic forces shaping the city and 
contributing to urban inequality. 
I will argue that the approaches to the urban built environment developed at this time have 
had a lasting and limiting influence upon subsequent disciplinary understandings of 
architecture, as they have subsumed this within a broader concern with the urban landscape 
analysed collectively, as well as representationally. Geographies of the urban built 
environment sought to go beyond descriptive accounts of building appearance and to explore 
their deeper entanglements in the social, economic and political contours of the city. This, 
however, has led to an overemphasis of the built environment as an outcome or finished, end 
product and as fashioned by external agendas. At the same time this literature has neglected 
individual buildings apprehended as generative, productive spaces (of experiences, encounters, 
energies and atmospheres) in their own right. 
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I will then tease out how this representational and aggregated way of seeing the built urban 
environment is echoed in more recent studies of urban infrastructural change: specifically 
focusing on the recent phenomenon of urban cultural planning and culture-led regeneration. 
Finally, the chapter examines recent work within 'Critical Museum Studies', which has 
focussed on the individual spaces being created in the wake of culture-led regeneration, and 
which signals more nuanced ways in which geographers might attend to the actual 
physiognomic configurations thorough which specific new cultural buildings afford new 
urban experiences and activities. I will conclude by outlining how this emerging 
interdisciplinary field might offer inspiration for a geographical engagement with the subject 
of urban cultural architecture. 
(2.4) Decoding the Urban Built Environment - Beyond the Facade 
The late 1980s saw a brief flurry of activity towards establishing an autonomous `architectural 
geography'. At the time, Paul Knox commented, "architects and architecture - agents and 
outcomes of change in the built environment... have received surprisingly little attention from 
geographers" (1987: 355). Knox criticised studies of architecture in other fields for 
understanding buildings only as a product of design, and argued that there was a need to go 
beyond uncritical descriptions of architectural form and appearance. In this sense, calls for a 
new architectural geography were emerging as a critique of traditional cultural geographies of 
landscape. Within this area of study, the work undertaken by Frank Kniffen and colleagues at 
Louisiana State University between 1930 and 1960 had a particular influence on "the 
development of a specific concern with architectural landscapes" (Black, 2003: 20). Kniffen et 
al. produced typologies of 'folk' housing styles in order to map the diffusion of European 
immigrants across North America, a technique named the `house as key to diffusion' 
technique. An interest in architectural form only, however, constituted an ancillary concern 
to charting the morphology of landscapes as they evolved from their `natural' to 'cultural' 
forms: an evolution made tangible through the presence of various 'cultural' objects including 
buildings, as they too changed from 'primitive' to 'vernacular' styles, with the spatial extent of 
certain building types subsequently informing the plotting of distinct, so-called 'cultural 
regions'. 
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Such studies had "relatively little to say on the specifics of architecture per se, beyond a 
generalised concern with basic architectural forms as markers of the geographical dimensions 
of cultural groups and their levels of technological development" (Ibid). Jon Goss (1988) 
criticised this traditional approach to landscape for failing to recognise the ideological 
dimensions of built form. He claimed, "an architectural geography properly articulated needs 
to be more than the description of historically contingent patterns if it is to be more than a 
popular geography for the coffee-table book" (Ibid: 397). Goss also criticised semiological 
readings of architecture that had become popular at the time (see Eco, 1996) which, he felt, 
might "place too great an emphasis on the sign and symbol as opposed to the functional value 
of architecture" or "retreat into obscure analyses of the deep structural grammar of space" 
(Ibid). Goss argued that there was a need to study architecture "in its everyday usage.. . 
by 
everyday people who may be 'reading' or `writing' different languages in the built 
environment" (Ibid: 398). Similarly, Knox stated that an architectural geography must pay 
attention to the "reciprocal relations between individuals, the built environment, and society 
at large" (1987: 355). To this end, Knox proposed a series of dimensions for analysing 
architectural form in ways that went beyond the solely technical and descriptive: as a tangible 
manifestation of culture, politics, and the zeitgeist. He also advocated studying the relation 
between architecture and the accumulation and circulation of capital, social reproduction, and 
urban management (for similar arguments see Knesl, 1984; Domosh, 1989). In other words, 
calls to develop a new geography of architecture were concerned with scratching below the 
surface appearance of a particular building to reveal the deeper meanings of architecture, and 
to study it in terms of its everyday usage and wider urban 'context'. These early calls were on 
the whole, however, not heeded and an autonomous 'architectural geography failed to 
emerge. 
Instead, this critical manner of reading architecture as the physical manifestation of the 
workings of the urban political economy inspired geographers who wished to speak out about 
the urban decline of the 1980s more generally, by producing historical materialist accounts of 
how modern urban landscapes had been shaped by the forces of industrial capitalism (see 
Knox, 2005, for an overview of this work). Here, the work of David Harvey was both 
pioneering and highly influential. Harvey argued that the urban landscape represented the 
`spatial fix' of capital, that is, it reflected the underlying state of the economy at any one 
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moment as it formed a potential source of economic profit and loss. Harvey stated, "the 
temporal and geographical flow of investment in the built environment can only be 
understood" in terms of capital accumulation (1973: 124). The urban built environment was to 
be read as expressing the politico-economic trajectories and broader structural changes of the 
city in question. Harvey explored the social inequalities resulting from capitalism's desire to 
make and remake the built environment in its own image, as it encouraged spatially uneven 
development and investment, leading to the segregation of the urban working classes from the 
middle and upper classes (Harvey and Chatterjee, 1974). He also questioned the role of the 
urban planner, stating, "the built environment must primarily function to be useful for 
production, circulation, exchange and consumption. It is the job of the planner to intervene in 
the production of this composite commodity ... But this immediately poses the question, useful 
or better for what and to whom? " (Harvey, 1985: 165). 
This interrogation of the relationship between capital, class and the built environment 
influenced later urban gentrification studies. For example, Sharon Zukin's historical materialist 
account of the loft apartment phenomenon in New York charted the tensions between cultural 
and capital through the emergence of this new `yuppie' housing type in New York, and 
highlighted the associated rise in land rent, flight of small businesses and the demise of long- 
established working class neighbourhoods that gentrification engendered (1982; also see Zukin 
1995; Smith, 1984,2002). 
At the same time as these new politico-economic geographies of the city were emerging, 
cultural geographers also developed an interpretive approach that could decode the symbolism 
and iconography of the urban landscape. This formed part of the move away from traditional 
geographies of cultural landscape, as outlined above, towards a 'new' critical cultural 
geography (Duncan, 1980, Jackson, 1989, Price and Lewis, 1993). Within this trend, Denis 
Cosgrove and Peter Jackson identified two new approaches to landscape. Firstly, they note 
analyses of 'landscape as text', inspired by cultural anthropology, which conceptualised the 
built environment as "configurations of signs and symbols" that could be decoded and 
interpreted according to semiological analysis. (1987: 96). Secondly, the `iconography of 
landscape' approach (as pioneered by Cosgrove and Daniels, 1988) presented the notion of 
landscape as a historically contingent way of seeing the world. Knox reflects, "before the new 
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cultural geography, urban landscape analysis tended to be, figuratively, one-dimensional... but, 
seen in this broader context, urban landscapes became palimpsests of meaning" (2005: 187). 
Like the traditional 'cultural geographies of landscape' that they sought to succeed, these new 
cultural and politico-economic approaches to urban architecture and the built environment 
also interpreted buildings as the fixed, tangible outcome of wider, intangible forces 
(substituting political and economic forces for the 'diffusion of culture'). Whilst they offered a 
critical take on the built urban environment, these new approaches realised this on a collective 
level rather than recognising the import of individual buildings. Mobilising a historical 
materialist approach to landscape, they also read the meaning of architecture "from its social 
and historical context" (Lees, 2001: 56), and thus over-determined the role of external forces in 
shaping these meanings, neglecting the ability of architecture to be appropriated and changed 
through its use. The legacy of this representational geographical concern with the built 
environment as a wider means of organising and mediating urban life, and as the product of 
the wider political economy, continues to constrain the discipline's ability to envisage 
buildings as potentially eventful, productive and dynamic spaces. The next section 
demonstrates this in relation to recent geographical work addressing the contemporary 
phenomena of cultural planning and culture-led regeneration. 
(2.5) The Rise of Urban Cultural Planning and Culture-led Regeneration 
From the 1980s onwards, culture became "more and more the business of cities" (Zukin, 1995: 
2), as urban areas declined as industrial and manufacturing cores, and moved towards service- 
based activities as a means of broadening their economic base, (a process referred to variously 
as the rise of the `culturalised' or `symbolic' economy: see Lash and Urry, 1994; Zukin, 1995; 
Scott, 1997), in which products and services are sold "on the basis of their aesthetic and 
symbolic content, rather than their intrinsic functional qualities" (Griffiths et al., 2003: 154). 
With the globalisation of capital and increasing spatial mobility of companies (Paddison, 
1993), cities became drawn into a climate of intense inter-urban competition to attract 
investors, businesses and skilled workers who were no longer so firmly tied down to particular 
locations (such as in manufacturing). In order to compete, city governors drew up and 
mobilised 'place marketing' strategies (Paddison, Ibid; Kearns and Philo, 1993; Gold and Ward, 
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1994) through which they promoted their cities as attractive and distinctive places in which to 
invest, live and work. Through such initiatives, cities aimed to enhance their status and 
position within a notional global urban hierarchy (Hubbard and Hall, 1998). 
Since the late 1980s, the promotion of cities as `cultural' and `creative', and investment in 
urban cultural infrastructures and activities, has become important dimensions of urban 
governance strategies. In the UK, this intensified after New Labour's rise to power in 1997, 
which brought major changes to cultural policy as Tony Blair's new government envisaged 
"cultural activity and the `creative economy' as mainstream concerns with major roles to play" 
(Griffiths et al., Ibid: 157). This emphasis on culture was incorporated into urban policy to 
address not just economic but also social problems, such as fostering inclusion and building 
community empowerment, as well as directing physical regeneration (Cochrane, 2007). In 
2000, the Department for Culture, Media and Sport (DCMS) published a guidance document 
entitled `Creating Opportunities', which "strongly encouraged all local authorities to formalize 
and publish plans for the strategic development of their cultural and culture-related services" 
(Gilmore, 2004a: 3), and suggested how this might be realised and what the potential benefits 
of doing so may be. 
Subsequently, cultural policies and programmes are increasingly anticipated "as the antidotes 
to an ever-broadening range of social, economic, and political problems" (Gibson and 
Stevenson, 2004: 2), and cultural events and activities are now expected to solve "many of the 
seemingly intractable problems confronting cities experiencing deindustrialisation" 
(Stevenson, 2004: 122). To this end, "city-based cultural planning has emerged to be the most 
significant local cultural policy innovation of recent years" (Ibid), and, at the city level, 
"culture has moved from the periphery of local government concern to occupy a central 
position in urban policy agendas" (Jones and Wilks-Heeg, 2004: 346). The notion of cultural 
planning has subsequently become increasingly popular and has moved both geographically as 
well as down the urban hierarchy so that even smaller regional cities across the UK are now 
developing such strategies (see for example, Jayne, 2006 on Stoke-on-Trent; Juliet, 2005 on 
Hull). 
43 
Chapter 2: Figuring 'Architecture' within Urban-Orientated Geographies 
The rise of culture as a key facet of urban policy has had major implications for the design of 
urban environments and in particular sparked the proliferation of new cultural buildings both 
to project an image of creativity as well as to encourage urban tourism and to generate 
financial profits from cultural activity. This phenomenon has been addressed by geographers; 
however, once again this has largely been done at the collective scale rather than in terms of 
the individual building, as the following examples now demonstrate. 
(2.6) Geographical Studies of the `Urban Designscape' 
It is possible to distinguish a fairly coherent strand of geographical research considering the 
impact of culture-led regeneration on the urban built environment, at a time when the more 
spatially concentrated place promotion schemes of the 1980s are argued to have given way to 
more wholesale 'city branding' initiatives (Garcia, 2004; Mommaas, 2004; Kavaratzis and 
Ashworth, 2005), involving city authorities attempting to boost the aesthetic appeal of the 
urban built environment through various urban design strategies. 
Urban governments are increasingly aiming to construct cities as sites of consumption and 
creativity that are "distinctive destinations for work and play" (Rantisi and Leslie, 2004: 365). 
This distinctiveness is achieved through "the creation of appealing urban environments and 
vibrant streetscapes" including "superficial investments in signage, banners, street lighting and 
facades" (Ibid: 366), as well as the "hard-branding" of sites through "cultural institutions 
(museums, theatres) - i. e. an altering of the physical and symbolic attributes of a place to 
create a unique tourist experience" (Ibid). Graeme Evans remarks that in the US and UK, "the 
creation of cultural flagships, architectural masterpieces and their (re)location in industrial 
districts, waterfronts and depopulated downtown areas, has arguably not been paralleled since 
the Victorian civic building and celebrations" (2003: 418). Central to this, he argues, is the rise 
of "contemporary art museums and cultural complexes", often designed by star architects, that 
mirror the 'Grand Projets Culturels' built in post-war France (such as the Centre Pompidou 
and Musee du Louvre gallery). Evans links this to the extension of a network through which a 
powerful elite of museum and gallery directors and signature architects are currently making 
major financial gains, through the design of spectacular buildings and the curating of 
international blockbuster exhibitions. Likewise, Donald McNeill has charted the international 
trend in cultural centres, citing the example of Bilbao's Guggenheim museum, (2000); and 
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Sydney office towers Aurora Place and 126 Phillip Street, designed by the 'superstar' 
architectural firms Renzo Piano Building Workshop and Foster and Partners, respectively 
(2007). 
On one hand this work makes a very significant step. Rather than seeing the role of the 
architect as being aligned predominantly with engineers and master-planners, as occurred 
during the post-war period (and which prompted the criticism of architects and modem 
architecture as voiced by the Situationists and Lefebvre), the literature detailed above 
represents the acknowledgement, within academic geographical inquiry, that professionally 
speaking, architects are now working within changed structures of urban governance and 
development (a realisation that is not widely evident within cultural geographies of the 
everyday city). The literature described above notes the current trend whereby architects are 
working increasingly within teams of urban designers and managers, regeneration consultants 
and cultural directors, in which they are being employed to design aesthetically stimulating 
buildings that will stand out as individual, unique and singular spaces (see Thrift, 2004b, 2008). 
This is a step that is to be welcomed, as if geographers are to more fully get to grips with the 
subject of architecture, including culturally-planned urban buildings, it is important that they 
take into account the changing professional and conceptual views of those individuals who are 
responsible for designing these spaces. This is a point for further consideration however not 
one that I will elaborate on within the thesis. 
Although this work goes some way towards appreciating the growing relevance of individual 
buildings as affectual milieus that seek to cultivate certain kinds of excitable encounters and 
vibrant atmospheres, it persists in reading the material urban landscape in order to trace the 
contours of broader, intangible politico-economic forces shaping the city, and interpret these 
atmospheres and experiences as means through which powerful urban actors and landowners 
seek to make money. They do not look inside the individual architectural spaces being created 
to consider how they work as organisations, places of sociability where new kinds of 
encounters and worlds may (or may not) be being constructed, and what these might mean to 
the individuals in question. 
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A further example of this generalising tendency can be seen in the work of Rantisi and Leslie 
(2004), who discuss urban design strategies mobilised in Montreal and express concern that 
these may lead to the gentrification and homogenization of the city's landscape (which is of 
course the very opposite to what they intend). Likewise, Guy Julier stresses the potential 
dangers of "a 'me too' copycat reproduction of signature architect-led projects across a range of 
global cities", arguing that this "ultimately homogenises identities of global cities" (2005: 872, 
also see Peck, 2005). Kevin Hetherington closely attends to the construction of Manchester's 
Urbis Centre, a purpose-built "museum of the modern city" (2007: 631), following the 
destruction caused by an IRA bomb in the city centre in 1996, however, although 
Hetherington makes observations of the space itself, he argues that Urbis articulates a "vision 
of the accessible capitalist city of entrepreneurial governance" (Ibid: 644), and that the 
building's designers have (whether intentionally or not) put on display the "kind of space that 
entrepreneurial governance tends to produce within regenerated cities more generally" (Ibid: 
645). 
Alan Latham has made a crucial, and timely, intervention in the ongoing debate over how 
geographers might attend to newly designed and planned urban architectures, by arguing that 
critical accounts of the recent `urban renaissance' have focused too strongly on the similarities 
between planned urban spaces and their associated buildings. Latham however argues that 
whilst there are connections, any observable similarities and links "are not necessarily the key 
to understanding how such places have emerged, nor to interpreting their significance" (2003: 
1714). He stresses, "too often 'local' histories are underplayed as little more than idiosyncratic 
background noise, when in fact ... it is exactly that noise that needs to 
be made sense of (Ibid). 
Using ethnography and interviews to explore how local people inhabit various cafes and bars 
along the newly `culturalised' landscapes of Ponsonby and Jervois Roads in Auckland, New 
Zealand, he argues that such spaces are not merely the site of homogenised and sanitised 
consumption, but "key mediators and conduits of the sociality through which the new public 
culture is enacted" (Ibid: 1713). As a result, Latham argues that the caf¬s and bars are not just 
the result of an imposed notion of culture, but also "generate new forms of connection, hybrids 
and unexpected mixings" (Ibid: 1719). He warns against assuming planned urban cultural 
spaces to be identical and cautions that "from recognising that they look the same, it is a very 
short intuitive jump to arguing that they are the same" (Ibid: 1713). Latham's argument aims to 
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engage in a more nuanced way with the spaces of the creative city, and to attend to them 
through close empirical engagement rather than making assumptions about what they are and 
do, in this sense resonating with the research undertaken by Degen (2002) and Degen et al. 
(forthcoming) which I outlined above. In the next section I will examine how inspiration for 
developing such an attentive account of particular urban cultural buildings can be found in the 
relatively new, interdisciplinary field of Critical Museum Studies. 
(2.7) Critical Museum Studies and their Implications for Geographies of Architecture 
Critical Museum Studies reflects a nascent "convergence between social science and museum 
practice" (Fyfe, 2006: 33), and has emerged as a means of addressing and evaluating the new 
institutional roles and architectural configurations, which have begun to shape new cultural 
organisations over the past 15 years (Message, 2006a, 2006b; Prior, 2003,2006). Whilst the 
recently published Blackwell 'Companion to Museum Studies' (MacDonald, 2006) highlights 
the contributions being made to this field by sociology, cultural studies, art history and 
anthropology, it is, however, notable for its absence of any input from contemporary human 
geography. This seems strange given the discipline's high level of interest in changing urban 
cultural infrastructures that the previous section demonstrated, but also reflects geographers' 
continuing tendency to attend the city's buildings in the plural, as 'built environment' or 
'designscape', rather than engaging at the scale of the individual building. Whilst much of the 
work in this new area is, of course, focused empirically on museums, its approach is also 
helpful for thinking about other sorts of cultural buildings, and the literature offers an 
important idea about how geographical inquiry might take steps to re-engage with urban 
cultural architectures, as it has analysed the physiognomic facets of individual cultural 
buildings, and considered the ways in which these influence the experiential potential of the 
spaces in question to affect those visiting. 
Critical Museums Studies has focused on the physiognomy of newly built cultural buildings in 
comparison with their more traditional counterparts. For example, Peter Higgins describes 
museums and gallery/ exhibition spaces designed in the early 19' century as defining when 
"the central architectonic of the museum was perfected", where "lateral windows, overhead 
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staircases provided entry to the contemplative container" (2005: 215). Higgins contrasts this to 
the more recent design trend, gathering pace since the 1990s, wherein, 
There has been an obsession with museums configured as singular organisms, as 
extraordinary phenomena, as exceptional occurrences, as unrepeatable occasions. These 
tend to crop up in well-established urban contexts in which the building stands in 
radical contrast to its surroundings in an effort to create a shock effect (Ibid: 215). 
Whilst the above quote echoes the sentiments expressed by geographers writing about the 
urban designscape as outlined in the previous section, as it hints at the use of cultural buildings 
(within wider design programmes) to help create 'spectacular' and aesthetically 'unique' urban 
environments, Higgins' article goes further than this to consider the implications of these 
kinds of spaces in terms of the experiences that they might house, and afford the visitor. 
Likewise, Neil Kotler observes, whereas "many years ago, a museum visit was prized for 
aesthetics, visualisation and education", 
Today, the concept, experience, has several meanings: involving intense sense- 
perception as well as emotion and intellect; direct, immediate happenings; 
participatory and sociable happenings; situations that evoke strong responses rather 
than passivity and spectatorship; intense, visceral excitement, one-of-a-kind, 
memorable happenings (2004: 418). 
This dual recognition of the changing material configuration of cultural buildings, and of the 
kinds of experience that such spaces are designed to afford, draws to attention the relationship 
between body and building, and hints at the importance of encounter in shaping this. The 
point made by Kotler above, that cultural buildings aim through their physical configuration 
to foster heightened sensory responses by engaging the visiting body in various activities and 
situations, again highlights the importance of affect in shaping architectural experience and 
suggests how geographers might begin to build up a vocabulary for capturing this. 
Work within Critical Museum Studies has also highlighted the 'openness' of the cultural 
building to develop new meanings that those which might be anticipated. For example David 
Carr writes of the transformative potential of the museum (although his words are applicable 
to any cultural organisation), 
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The museum and I are interdependent.. .1 
bring my energies to every 
moment... Knowing this, remembering that, expecting something, being astonished 
and fascinated, being bored, falling backward, forcing myself ahead. This is what I do 
here ... I consider all cultural institutions as structures alike in the 
infinite array of 
possibilities they hold for the reflective design of one life. But I recognise as well the 
immanent possibilities every museum contains for the exquisite surprise, the 
challenge to assumptions, even for pain. I most respect the power of the museum that 
causes us not only to see intensely, but also to leave... transformed (2001: 175-6). 
This excerpt expresses precisely the kind of vocabulary that might be used to build an 
encounter/ event-orientated architectural geography that acknowledges the mutable capacities 
and tendencies of buildings to become, and shape us, in potentially unforeseen ways. Can's 
focus upon `what I do here', and awareness of the many potential enfoldings of this space and 
the bodies moving through it, captures the primacy of encounter and the experiential, in ways 
that neither practice-based cultural geographies of the everyday city, nor representational 
geographical studies of the urban landscape, manage to do. 
(2.8) Points to be Taken Forward 
In this chapter, I have made cuts through two geographical literatures concerning urban space, 
in order to show how architecture, conceived of as the individual building, has so far been 
neglected within disciplinary research. The topic of architecture has largely been subsumed 
within a set of broader geographical concerns with the subjects of 'urban planning' and the 
'urban built environment'. 
Firstly, I showed how cultural geographies of the everyday city have neglected the matter of 
architectural form, in favour of micro-spatial, embodied practices. They have also shunned the 
`planned' spaces of the city in favour of more grassroots and `authentic' milieus, however they 
have made few steps to closely engage with the planned architectures that they seek to 
criticise. Both tendencies within this literature close off the potential to consider the more 
emergent and unexpected experiential dimensions of urban buildings (including urban cultural 
centres). This closure is reinforced by the narrow political stance of much of this strand of 
work, which advocates direct action and avant-garde interventions as the primary way of 
enacting an emergent politics of the urban. I have, however, asserted a geographical approach 
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that acknowledges the close co-production of bodies and buildings as an alternative basis for 
building such an emergent politics of architecture. 
Secondly, I showed how representational geographical accounts of the built urban 
environment or urban landscape have over-determined the role of broader, external forces in 
shaping the form, and types of experience associated with, urban buildings. Buildings, taken 
collectively, are seen as the aggregate, finished 'end product' of wider politico-economic forces, 
or as symbolic structures invested with layers of meaning that can be decoded by the analyst. This, 
however, relies upon pre-defined notions about what certain types of space are expected to be and 
do. In turn, it denies the possibility of making more productive engagements with individual 
buildings as mutable spaces that are open to fostering and housing new experiences, encounters and 
events: and as possessing a generative potential to spark new associations and mixings than those 
which might be anticipated. 
Overall, the urban geographical imagination has implicitly conceived of bodies and buildings 
(and hence questions of architectural experience and architectural form) as being inherently 
separate, or even oppositional, to one another. The key point, however, to be taken forward 
from my argument in this chapter is that this view must be challenged, given that particular 
buildings house, foster and inflect our daily lives in many complex and significant ways. Body- 
building encounters are of primary importance in shaping both the architectural spaces we 
inhabit and our everyday urban lives and selves at the same time. This raises the question of 
how these body-building encounters might be placed at the core of a new geographical 
conceptualisation of architecture. Furthermore, how might this allow us to apprehend and 
take seriously the kinds of atmospheres, intensities of feeling and transformative sensations 
and perceptions that are fostered through these daily engagements? How might this contribute 
to building an emergent politics of the architectural? These questions form the focus of the 
following chapter. 
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3. THEORISING AND RESEARCHING URBAN ARCHITECTURE AS 
`EVENT-SPACE' 
(3.0) Chapter Overview 
The key argument to be pushed throughout the following discussion is that focusing on the 
taking place of body-building encounters is crucial for developing an architectural geography 
that is attentive to the complex and elusive ways in which buildings house, foster and inflect 
our daily lives, and which recognises that architecture and bodies are relationally and 
dynamically constituted. The notion of encounter is thus used here to assert that questions of 
building form and experience cannot be fully addressed in separation, and must be considered 
as two sides of the same coin: as I highlighted in the previous chapter, existing urban 
geographies have largely failed to acknowledge this. 
In order to conceptualise architecture in terms of `encounters', the following discussion draws 
upon geographical Non-Representational Theory. Whilst this has primarily been understood 
as a theory of practice that focuses upon the body and issues of corporeality, I will argue that 
this approach in fact makes a deeper ontological intervention in habitual geographical modes 
of thinking, by decentring embodied practice in order to make space for the forces of the 
world itself as they shape, permeate, facilitate and limit these practices. In other words, non- 
representational theory does not envisage the world according to an ontology of subject and 
object, but in terms of an ontology of encounter and event through which life is played out 
and through which the world unfolds and pushes forward moment by moment. For this reason 
a non-representational stance provides a critical conceptual tool for envisaging architectural 
form and experience as co-constituted through ongoing encounter with one another. 
Non-representational theory inspires a geographical architectural analysis focussed on these 
moments of encounter. It also, however, draws attention to how these episodes do not just 
give rise to sensory and perceptual experiences that end with the body, but can be seen to be 
caught up in, and to cultivate, wider trans-personal circulations and intensities of feeling, or 
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'affective economies' surrounding particular buildings. These affectual economies, I will argue, 
foster a wider atmospheric background to a building or city, imbuing it with different moods 
and auras that are not necessarily rooted in the micro-spatial but may also work on a massive 
scale. 
I will then suggest that these experiential and affectual dimensions of architecture might be 
apprehended by taking a more expansive view of material architectural form. I will claim that 
architectural space is not simply static `concrete' matter that sits in opposition to the 
ephemeral practices and intangible affects that it affords, but rather is intrinsically eventful: 
composed out of these three dimensions and the encounters and interrelations between them. 
This tripartite theorisation of architecture is offered under the title of 'event-space' - the 
conceptual approach to be mobilised and developed through the empirical portion of the 
thesis. The notion of event-space also forms the basis for developing an emergent politics of 
architecture throughout the empirical portion of the thesis. 
I will then draw upon event-orientated architectural theory in order to think about how 
buildings might be captured as event-spaces. This discussion begins by outlining the notion of 
the event that is developed by philosopher Gilles Deleuze in his book `The Logic of Sense', and 
considering what this implies for how the event-space might be captured empirically. 
Following this I will outline three event-orientated architectural theorisations, proposed by 
Elizabeth Grosz, Bernard Tschumi, and Brian Massumi, that offer possible ways of 
constructing discursive spaces for grasping these moments of actualisation of the event-space. 
Finally, the discussion will move on to discuss practical ways of proceeding methodologically 
throughout the empirical portion of the thesis, introduce my empirical case-study that forms 
the subject of the thesis' three empirical chapters: the Foundation for Art and Creative 
Technology (FACT centre) in Liverpool, and discussing issues surrounding the apprehending, 
registering, analysing and writing of the architectural event-space. 
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(3.1) 'Non-Representational Theory': Towards a Processual Ontology of Becoming 
`Non-representational theory' has emerged within cultural geography over the past 15 to 20 
years. It does not denote a single, coherent conceptual approach but rather an "umbrella term" 
(Lorimer, 2005: 83) that refers to a broader collection of stances concerning how we might 
problematize long-standing 'representational' social scientific ways of seeing, knowing, and 
writing about, the world. Fundamentally, non-representational theory proceeds from the 
contention that representational social scientific approaches tend to deaden and fix what are in 
fact lively, processual and emergent phenomena. Whilst not inherently `anti-representation' 
(Dewsbury, 2003), non-representational theory rejects representationalist ways of working 
within the social sciences that envisage the world in terms of relatively stable social categories, 
subjects and objects that can be re-presented within empirical studies and subsequently 
invested with meanings by the researcher. For example, Dewsbury et al. detect "a curious 
vampirism in which events are drained for the sake of the `orders, mechanisms, structures and 
processes' posited by the analyst" (2002: 437). Likewise Alan Latham and David Conradson 
perceive an "oddly lifeless, mechanical even, character of much of this work despite its best 
efforts to capture life's multiplicity. Increasingly, geographers... are recognising the need to 
acknowledge the event-ness of the world", and argue that "thinking through this event-ness 
presents a vigorous challenge to many of our more deep-seated habits of thought" (2003: 1902). 
This non-representational challenge stems from the argument that the world is too excessive 
and incessantly changeable to be envisaged as fixed and stable, and entails the task of finding 
theoretical and empirical ways of proceeding that recognise the world's eventfulness as 
primary. 
Nigel Thrift, a leading proponent of non-representational theory, defines this eventfulness as "the 
push that keeps the world rolling over, the energy that fuels change" (2000: 216, emphasis in 
original). Inspired by theories of performativity, non-representational theorists have attended to 
this push or force of life as it is played out in the here-and-now, and to the world held "in the 
tension of its present tense of becoming" (Dewsbury et al, Ibid: 439). Paying attention to this 
eventfulness also necessitates becoming open to the latent potential of the world to unfold 
otherwise, in ways we do not expect and cannot prepare for; to recognise that many possible 
worlds might emerge and take shape from any single moment or encounter. Furthermore, it is to 
53 
Chapter 3: Theorising and Researching Urban Architecture 
consider the role that we as individuals play in contributing to this vital expressivity or 'push' that 
keeps the world turning over, and in turn, how we are folded into this push in many different 
ways and how this constitutes us as bodies and subjects. 
Contributors and adherents to non-representational theory have drawn on a wide range of 
philosophical sources for inspiration (most notably, but by no means restricted to, the work of 
Gilles Deleuze) and as a result this literature displays a "long and complex genealogy" (Thrift, 
2003: 84, also see Thrift, 1999; Lorimer, 2005). Geographers have similarly mobilised non- 
representational stances to develop an array of empirical agendas: for example within research 
that attends to the multisensory dimensions of being in and relating to landscape (Rose, 2002; 
Wylie, 2002; Crouch, 2003); to explore issues of sensual corporeality and embodiment (Lea, 
2006,2008 on somatic geographies of yoga and massage; Thrift, 1997, on dance; Saldanha, 
2005, on issues of race and difference through ethnographic work on Goa's rave scene; 
Obrador-Pons, 2007, on haptic geographies of the nudist beach); within children's geographies 
(Harker, 2006, on developing geographies of play); in developing processual and event- 
orientated urban ontologies (Amin and Thrift, 2002; Latham and McCormack, 2003); and 
within historical geographies (Rycroft, 2007, on 1960s counterculture). The above examples 
highlight the fact that non-representational theory has most broadly been interpreted as a 
theory of practice and embodiment, and indeed such work is focused not on "representation 
and meaning", but rather upon "the performative `presentations', `showings', and 
`manifestations' of everyday life" (Thrift, 1997: 142). Capturing life as it is enacted and 
experienced through embodied practice has provided a key means of emphasising the 
processual and emergent nature of the world, as it is unfolded and apprehended through 
multi-sensory experience, corporeal sensations and emotions, haptic gestures, and those 
'imperceptibles' such as "emotions, passions, and desires... matters of spirit, belief, and faith" 
that may or may not cross the threshold of conscious contemplation, but which "forge the 
weight of our meaningful relation with the world" (Dewsbury, 2003: 1907). 
Sceptics have argued that non-representational theories of embodiment lack awareness and 
sensitivity concerning the important political issue of how different subject positions are 
imposed upon the body by wider social orderings, and how these are experienced: about how 
bodies are 'marked out' as racialised, gendered, sexual and so on, and on how these 
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subjectivities are then interpreted in various contexts as markers of social difference that then 
contribute to prejudices and inequality or worse (Saldanha, 2005; Tolia-Kelly, 2006; also see 
Lorimer, 2008, for an overview of this issue). It is also argued that the non-representational 
geographical literature fails to fully recognise the extensive work on corporeality, embodiment 
and practice that has been undertaken extensively within post-colonial, feminist and queer 
geographies concerning these political issues (Thien, 2005). These are important and ongoing 
debates but not ones I dwell upon here, as I want to argue that non-representational theory 
offers more than an approach towards practice and embodiment, and it is not this dimension 
of non-representational theory that I want to draw upon in conceptualising urban 
architecture. Instead, I want to emphasise a key point of difference regarding this stance in 
relation to other geographical approaches, which makes it particularly valuable in thinking 
about the interrelatedness of architectural form and experience: namely, its ontological 
emphasis. 
Within non-representational theory, questions of practice and embodiment are not prioritised, 
but radically decentred in order to make space for the forces of the world itself as they work to 
afford, shape, or limit our experiences of and encounters with it, as they act upon us in ways 
that we cannot fully prepare for or resist. Bodies, imagined less as bound entities than as 
shifting assemblages of materialities and intensities, are irretrievably, and before anything else, 
"cast in the materiality" of the world (Dewsbury et al., Ibid: 437). Seen non-representationally, 
then, the world is envisaged not via an ontology of subject and object but rather in terms of a 
potential or immanent in-between realm of event and encounter from which life is negotiated, 
played out and rushes forward with vital force. The chief empirical concern for non- 
representational geographies then becomes how to capture this energy and liveliness without 
rendering it frozen or inert: and, how to capture the most intimate and elusive encounters 
between bodies, or bodies and the world, that may elude conscious contemplation yet which 
engender real (perhaps modest, perhaps profound) felt effects? 
Through this prioritisation of eventfulness and encounter, non-representational theory thus 
works with a processual ontology of becoming which rims deeper than a prioritisation of 
embodied practices. This point is reinforced by the criticism made in Chapter Two of Lees' 
mobilisation of non-representational theory in her ethnographical account of Vancouver 
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Library (2001). Within this, I argued that whilst Lees' attended to the practical and processual 
ways in which the meaning of the building was continually made and re-made through use, 
her account layered embodied practices and experiences over what was nonetheless taken to 
be a relatively static and passive space. Her focus was upon how various practices changed the 
space rather than how these practices and the space encountered and changed one another. 
From a non-representational point of view, however, a particular kind of spatiality is 
envisaged wherein "places are best thought of... as moments of encounter" (Amin and Thrift, 
2002: 30). This requires a more intensive consideration not just of practices happening inside a 
building but the ways these are choreographed, shaped and inflected by the physical forms and 
atmospheric qualities of the space itself, as well as the ways in which architecture is 
"constantly transformed by use, its boundaries negotiated by habits" (Ibid: 49). In turn, then, a 
non-representational focus on encounter and eventfulness calls into question the implicit 
geographical assumption that boundaries between bodies (urban experience) and buildings 
(architectural form) are marked out in relatively rigid, unchangeable and impervious ways. 
I now want to explore this further, by bearing in mind a non-representational ontology whilst 
questioning what is typically understood by 'material' (solid and static) architectural form. 
Building a more expansive and relational take on architectural form, which also acknowledges 
its ephemeral (practiced) and affectual (immaterial) dimensions, and holds these in equal 
regard, I will then propose the concept of 'event-space' to capture this, and as a means of 
guiding the thesis' empirical development of a new geography of architecture. 
(3.2) Envisaging Architecture as `Event-Space' 
Envisioned in terms of an ontology of becoming, architectural matter is neither pre-given, 
finished, nor static: it is not closed and contained built space, but something altogether more 
unfinished, on-going and open. The notion of openness might instinctively seem antithetical 
to thinking about architectural form, which appears so clearly to achieve the (en) closure of 
space within its walls, and the conquering of time through its physical constancy (Benjamin, 
2000). Acknowledging architectural openness, however, does not have to mean arguing against 
material form in favour of ceaseless fluidity. Rather, recognising this entails rethinking what is 
meant by'materiality' and'immateriality' and the relationship between these terms. 
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The issue of what is meant by the 'material' and 'immaterial' world has been the focus of 
recent debate in cultural geography. It has been contended that the sub-discipline has become 
overly preoccupied with the immaterial: that is, the "fleeting spaces of texts, signs, symbols, 
psyches, desires, fears, and imaginings" (Philo, 2000: 33) and that, in doing so, cultural 
geographies have precluded attention to the "bump-into-able, stubbornly there-in-the-world 
kinds of 'matter'" associated with material cultures and landscapes (Ibid). This argument, as 
voiced by Chris Philo, views the 'material' and `immaterial' as demarcating distinct realms of 
phenomena and experience that must be attended to in appropriate amounts within empirical 
geographical inquiry. Adopting such a view of regarding architecture would, however, mean 
imposing precisely those divisions between embodied urban experience (the `fleeting') and 
architectural form ('matter'), which are apparent in existent urban geographies, (as discussed at 
length in Chapter Two), and which this thesis explicitly aims to move away from. 
Instead, I want to assen a more expansive and relational notion of architectural matter or 
form. Buildings are not just agglomerations of bricks, concrete, glass, steel and so on, but 
also of dreams, aspirations, attitudes and moods (immaterial affects). They are also constituted 
through the fleeting practices, associations and activities that take place within them. A 
building is constituted from the myriad ongoing encounters and interrelations between these 
three realms, and it is therefore vital to challenge the conceptual distinction set up between 
the material and the immaterial world whilst developing a new geography of architecture. The 
material (form) and the immaterial (both the fleeting and the intangible) are to be seen as two 
sides of the same coin that work together in productive ways, rather than sitting against, and 
separate to, each other. 
Alan Latham and Derek McCormack conceptualise the material and immaterial realms of the 
city as being relationally co-produced. Setting out a non-representational urban ontology, they 
argue that "to speak of the material is... to have already invoked the excessive potential of the 
immaterial... invoking materiality does not necessarily offer a 'solid', or `concrete', foundation 
to which the immaterializing tendencies of the cultural turn might be tethered (2004: 705). 
Furthermore, they claim, 
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Concrete itself, or indeed any other building material, is not 'brute' matter. It is a 
particular aggregate organisation of process and energy. It is no more (or less) real than 
apparently `immaterial' phenomena like emotion, mood and affect, although it has a 
different duration and threshold of consistency (ibid: 705). 
Seen this way, the immaterial is not related to the material as a state of non-form, but works 
upon the material as a processual tendency to un-form, to change, to new becomings. This is 
not to naively suggest that anything goes or is possible that a building may unfold in any way 
that we might wish it to, nor to negate the influence of more formal building procedures 
(planning, design and construction practices and materials). As Thrift cautions, 
The potential of events is always constrained. Events must take place within networks 
of power which have been constructed precisely in order to ensure iterability. But what 
is being claimed is that the event does not always end with these bare facts. The 
capacity to surprise may be latent, but it is always present (2000: 217). 
Rather, the event of architecture is worked out through what Doreen Massey refers to as 
"the notion of the chance of space" (2005: 116). This, she argues, is played out from those 
complex mixtures of, 
... pre-planned spatiality and 
happenstance positions-in-relation-to-each-other... all 
spaces are, at least a little, accidental, and all have an element of heterotopia. This is the 
instability and potential of the spatial (Ibid). 
In other words, recognising the immaterial dimension of the material is a matter of emphasis, 
of seeking out the moments in which architectural encounters might provide a means of 
developing `life knowledge', for transforming the self in unforeseen ways, rather than over- 
emphasising the symbolic or representational power of buildings to impose knowledges and 
ways of being upon those who inhabit and pass through them. 
This is not a necessarily a question of seeking to 'build new worlds'. The types of architectural 
encounters that geographers focus upon might involve those practices that we already 
recognise and are familiar with: for example, thinking of a public cultural building: taking a 
shortcut, having a coffee break, meeting a friend, browsing, waiting, or viewing an exhibition 
to name just a few. These ephemeral activities might also exist as more formal or `stable' 
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spatio-temporal configurations: workshops, meetings, lectures, staff shift patterns, opening and 
closing times, maintenance visits and checks and so on. By attending not to these in isolation, 
however, but as being either limited or enabled by the physiognomic dimensions and affectual 
resonances of the building in question, the full force of the architectural might be 
apprehended. 
In talking of 'affectual resonances' I am referring to the swarm of trans-personal emotions, 
moods and atmospheres that provide a `backdrop' to everyday life, and in the midst of which 
everyday life is played out. Drawing attention to affect provides a means of thinking about 
how the more micro-spatial practices listed above contribute to wider intensities of feeling 
that inhere within spaces, and which play a major role in determining the ways in which 
people come to invest in, feel at home within, or avoid certain urban locales (in this sense it 
can be seen to resonate with the architectural theory of the Situationists as outlined in Chapter 
Two). The notion of 'affect' has been proposed in non-representational geography as a 
vocabulary adept at capturing the moods of the city (Thrift, 2004b; Anderson, 2006; Anderson 
and Holden 2008), as they circulate, flare up, subside, or endure. The notion of affect has 
nevertheless gained currency more widely within other academic sub-disciplines, notably 
feminist theory (Gorton, 2007) and cultural studies (Hemmings, 2005). 
Within geography, there has also been heated ongoing debate surrounding the critical 
purchase offered by 'affect', in particular in relation to 'emotion'. For example, it has been 
argued by feminist geographers that the notion of affect, in focussing upon the 'trans-personal', 
"falls into a familiar pattern of distancing emotion from 'reasonable' scholarship" (Thien, 2005: 
450). Instead, non-representational notions of affect are argued to mobilise this term in a 
"masculinist, technocratic, and distancing way" (Ibid: 452), and also to silence feminist 
literatures on `relational spaces' (ibid). In response to these criticisms, however, Anderson and 
Harrison (2006) have argued that affect necessarily necessitates an attention to the everyday, 
and to the emotional, to think about how these intimate spaces become enrolled in wider 
circulations of feeling. This is illustrated in Anderson and Holden's article mapping out the 
vast affectations of hope, pride and optimism that erupted in Liverpool as the city was 
announced as the European Capital of Culture for 2008 (Anderson and Holden, 2008), which 
they did by undertaking interviews and participant observation within the city. As well as 
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being composed by encounters between the material and the ephemeral (practices), I also 
want to add the notion of affect into the mix, not as a way of replacing an attendance to the 
emotive and sensual responses that one might have to architecture, but to think about how 
buildings might be seen as generative of more animated, unpredictable and 'on-the-go' 
affectual economies that are just as important constituting the urban as the political economy. 
Affect thus forms a way of accessing 'life' rather than 'power' knowledge, 
Seen this way, urban architecture might be apprehended as a confluence of various bodies, 
materials, policies, objects and events converging in the present 'here and now' as well as over 
longer trajectories, fleeting associations that die away as well as more `solid' or enduring 
encounters, seemingly inconsequential occurrences and events that spark off more visible 
change. It is through the array of encounters between the ephemeral, material and the 
immaterial/affectual dimensions of a building that architectural form and experience are 
actualised, through which the eventfulness of architecture can be appreciated, and I want 
henceforth to define this way of looking at architecture as 'event-space': this will be the key 
way in which I regard architecture as I move into the empirical portion of this research. 
The beginnings of a challenge to reductive and fixed notions of architectural form are 
evidenced by several recent geographical studies of buildings. Lloyd Jenkins has argued that 
"instead of simply treating buildings as stable, safe, and static boxes on which we can hang our 
arguments and claims.. . we need to 
dispel the myth of buildings as being static, closed, and 
materially constant" (2002: 226). For Jenkins, this means considering how, throughout a 
building's life, it "becomes a hotspot for certain activities at one time and for other activities 
(or not) at other times" (Ibid: 234), and how it "becomes a place where a number of material 
and immaterial links meet in a node of relations, whose durability is both relative and 
negotiated" (Ibid: 232). Commenting on Jenkins' article, Jane M. Jacobs argues that his 
argument makes clear how, 
... simply attending to the views and movements of social actors through space, 
although going some way to opening out geographies of architecture, does not do 
enough. Indeed, it is very likely that such an analytic move reinstates the social as if 
somehow other to and more than the building (2006: 11). 
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In her article, which focuses on the materiality of the high-rise residential tower block, Jacobs 
argues that, 
The materiality of the building is a relational effect, its 'thing-ness' is an achievement of 
a diverse network of associates and associations. It is what we might think of as a 
building event rather than simply a building. Conceived of in this way, a building is 
always being `made' or `unmade', always doing the work of holding together or pulling 
apart (Jacobs, Ibid). 
Both Jenkins and Jacobs emphasise the processual nature of architectural form, and the role of 
encounters and events in unfolding this form in ways that work to either support and 
reinforce or weaken and destabilise an architectural space's materiality (through modes of 
ownership, maintenance, servicing and so on). Jacobs' article also takes into account the vast 
array of non-human actors that play vital roles in the `building event' to the same ends (such as 
pipes, cables, steel, concrete, and so on). Whilst this meshes with my notion of event-space as 
explained above, I want to reaffirm that event-space, inspired by non-representational ways of 
thinking, is not just about emphasising practices and processes but also the circuits of affect 
that these, and their emotional dimensions, are caught up in. 
This section has outlined a non-representational take on architectural form and experience, 
based upon the premise that the material, immaterial (affectual) and ephemeral (practiced) 
dimensions of buildings cannot be considered in separation as they are continually brought 
into dynamic encounters with one another. This conceptualisation of architecture, which I 
have defined as 'event-space, is based upon a processual ontology of becoming that 
foregrounds event and encounter as primary (rather than subject and object), as a way of 
capturing the ceaseless co-production of bodies and buildings. Furthermore, this way of 
thinking about and researching architecture in geography (in terms of the 'creative' 
reinvention of cities and the politics therein) contends: maybe we are not trying to create 
many possible worlds - maybe there are already many worlds/ cities, always another city in 
the city, that we might discover if we know how and where to look? Put another way, and 
quoting architectural philosopher John Rajchman, "it is only then that we see the full force of 
Leibniz's principle that the best world is the one with the greatest virtuality" (2000: 74). That 
is, the most potential to become differently than as we might anticipate. 
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This idea of the virtuality of architecture, its openness to become differently, to offer the 
potential to open up new worlds, has also been developed with event-orientated architectural 
theory. I will outline some key ideas within this line of thinking about buildings, which 
suggest possible ways of constructing spaces for grasping these moments of actualisation of the 
event-space. Before doing this, however, the next section indicates how both a non- 
representational and architectural theoretical focus on the event has been influenced by 
Deleuzian philosophy and in particular his notion of the event, and consider what this term 
suggests for how the event-space might be captured empirically, and the emergent politics of 
architecture that this can help to assert. 
(3.3) A Deleuzian Concept of the Event 
In `The Logic of Sense', Deleuze challenges the Platonic idea of a world consisting of "limited 
and measured things, of fixed qualities, permanent or temporary" (1990: 1), which presupposes 
"pauses and rests, the fixing of presents, and the assignation of subjects" (Ibid). Within Platonic 
ontologies, Deleuze argues, these fixed and measured `things' are contrasted with, "a pure 
becoming without measure, a veritable becoming-mad, which never rests" (Ibid). This 
challenges this stance, which conceives on the one hand of fixed subjects and objects, and on 
the other of external forces or effects that act upon these. Deleuze's point is clearly echoed in a 
non-representational ontology centred around event and encounter, in which the body is not a 
bounded entity unto which experiences `happen', or from which experiences originate, but is 
seen instead as a shifting material assemblage that is folded into, and adds to, the forces of the 
world. In relation to architecture this again highlights that body and building are continually 
drawn together in processes of becoming. 
Deleuze suggests an alternative ontology influenced by the philosophy of the Stoics. The Stoics 
are important to Deleuze for the distinction they make between bodies "with their tensions, 
physical qualities, actions and passions", and "the corresponding `states of affairs'" (Ibid: 4) 
which are "determined by the mixtures of bodies" (Ibid). Again, this suggests a more fluid, 
processual and unruly notion of bodies, (or cities, or buildings) which are not primarily 
constant and ordered, but always shifting and evolving. Deleuze argues that the Stoics 
distinguish between those states of affairs that correspond to "mixtures deep inside bodies" 
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(Ibid: 6), and "incorporeal events at the surface which are the results of these mixtures" (Ibid). 
These surface events are not analogous with their "spatio-temporal realisation in a state-of- 
affairs"(1990: 22, emphasis in origin)) - in other words surface events are not 'what happens', 
and are not substantive happenings in their own right. This suggests that the event itself 
cannot be observed or captured, as it is an immanent and incorporeal entity. Deleuze clarifies, 
"we cannot say that they exist, but rather that they subsist or inhere.. . They are not 
substantives or adjectives but verbs. They are neither agents nor patients, but results of actions 
and passions. They are 'impassive entities' - impassive results" (ibid: 5). Whilst it is not possible 
to directly observe the `event' of event-space, it is possible to apprehend the various mixings 
and encounters that give rise to, and that mark the passing of, these events. 
To clarify this further, the Deleuzian event describes "instantaneous productions intrinsic to 
interactions between various kinds of forces" (Stagoll, 2005: 87). The event is a momentary 
confluence of bodies, spaces, objects, affects: but it is not the state or outcome that arises from 
this mixing, and is not reducible to any of the elements that are involved in its actualisation. 
Rather, the event pertains to the latent potential inherent in this transient assemblage of 
elements, it is the spark through which new possibilities, moments, or happenings might or 
might not come about: events are "a momentary productive intensity" (Ibid: 88). Becoming 
moves through the event, which is a creative, differentiating process that folds together 
different bodies and forces in potentially surprising and novel ways. We may only hope to 
apprehend, qualify, and mark the passing of an event by bearing witness to the underlying 
'state of affair' to which it relates as, "with every event, there is indeed the present moment of 
its actualization, the moment in which the event is embodied in a state of affairs, an 
individual, a person, the moment we designate by saying 'here, the moment has come" 
(Deleuze, 1990: 151). In terms of my research, this 'moment of passing' is the architectural 
encounter, episode or situation recorded. These denote the passing of the event, but are not 
equal to the event: rather the 'event' of 'event-space' captures instead the intrinsic liveliness 
and potentiality of architecture, rather than the actualisation ofthis liveliness. 
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The notion of the event is also important for thinking about "how to conceive of modes of 
individuation that pertain not to being, or to essences or representation, but to becoming and 
effectivity" (Fraser, 2006: 129). In other words, being attuned to the Deleuzian 'event' is not 
about trying to create new worlds, as these are, in fact, already going on inside and across our 
urban architectures. Rather, it is a question of emphasis and of finding new ways to become 
attuned to these and to realising that they are happening, and asserting this emergent politics 
of architecture. 
(3.4) Capturing the Actualisation of Event-Space 
I now want to explore architectural theorisations that contend that buildings might engender 
'new worlds', by mobilising different notions of the event, as proposed by Elizabeth Grosz, 
Bernard Tschumi and Brian Massumi. The conceptualisations of the 'event' developed therein 
are not necessarily aligned with Deleuze's notion of the event, although in the cases of Grosz 
and Massumi their architectural theorisations have drawn upon Deleuzian thought in different 
ways. The work discussed here is important because it suggests some possible ways for 
envisaging and constructing spaces for grasping these moments of actualisation of the event- 
space. 
(a) The Event of 'the Virtual' in Architecture 
Feminist theorist Elizabeth Grosz has utilised Deleuze's ideas to realize an intervention in 
architectural theory. For her, Deleuze's ontological focus upon becoming and potential 
presents a way through which to rethink the future, or rather futurity, as it relates to 
architecture, addressing architectural space in terms of its "latency" (2001: 109). She argues, 
Take the idea, for example, of building as a fixed entity or a given, stable object (which 
is the standard notion of building today). A Deleuzian framework may help us 
transform these rather static ways of understanding construction. A building is made up 
of other spaces within it that move and change, even if its walls remain fixed. The idea 
of the mobility of building and within building is one possible idea of Deleuzian 
thought that might be of tremendous value in architecture. Building is not only a 
movement of sedimentation and stabilization but also a way of opening space and living 
(Ibid: 7). 
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In conceiving of architecture both as 'sedimentation': a bedding down or accretion, Grosz 
argues that buildings never possess a complete solidity or stability, but might be thought of 
instead as gradually and continually 'becoming-infrastructural' through means that require 
continual investment. This process unfolds alongside an 'opening of space and living', not 
necessarily an antagonistic resistance against a building's stabilisation (not always a `pulling 
apart' of a space), but the other side of the same coin. Many different groups with interests in a 
building may try to control and play a part in either of these processes, and hence neither the 
`sedimentation' nor the 'opening' of architectural space are inherently 'good' or 'bad'. In 
undertaking one, a group or individual might simultaneously undertake the other. What is 
more important is the actual forms that these processes take and to what ends. 
Thinking about `latency' or potentiality in architecture is important for Grosz because it allows 
her to think about how, through the ongoing interrelation of forces working to either 
`sediment' or `open up' architectural space, buildings might not be seen as fixing or 
monumentalising time. Architectural time might not be understood as that of preservation, or 
'as that which somehow or provisionally overcomes time by transcending or freezing it" (Ibid: 
111). Instead, Grosz articulates architecture as being open to becoming, and open to a future 
that cannot be `exhausted or anticipated' by the present (Grosz, 2001: 112), In her essay 'The 
Future of Space: Toward an Architecture of Invention', Grosz expands upon this approach, 
arguing that, 
It is to refuse to conceptualise space as a medium, as a container, a passive receptacle 
whose form is given by its content, and instead to see it as a moment of becoming, of 
opening up and proliferation, a passage from one space to another, a space of change, 
which changes with time (cited Ibid: 119). 
Furthermore, 
The virtual is the realm of productivity, of functioning otherwise than its plan or 
blueprint, functioning in excess of design and intention. This is the spark of the new 
that the virtual has over the possible: the capacity for generating innovation through an 
unprecedented leap, the capacity of the actual to become more than itself (Ibid: 130). 
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(b) Bernard Tschumi and the 'Disjunctive' Event of Architecture 
Within the fields of architectural theory and design, Bernard Tschumi has extensively 
explored the notion of the 'event'. Tschumi himself does not interpret the event in a Deleuzian 
sense: for him event ispreciselywhat happens, (for him the term is interchangeable with 'use', 
'function', 'activities', or 'programs', 1996: 146), and he uses the term 'event' to evoke 
disjunction, shock, surprise, or rupture. As a young man, Tschumi formed one of a new 
generation of architects who were beginning to reject what they saw as the complicity of 
architects and architecture in translating the "economic or political structure of society into 
buildings or groups of buildings" (Ibid: 5), and in adapting spaces "to the existing 
socioeconomic structure" (Ibid). Along with many of his contemporaries, Tschumi believed 
that architects should not serve this dominant agenda, but instead aim to create "an 
architecture that might change society - that could have a political or social effect" (1996: 5), 
and that might work as a "catalyst for change" (Ibid: 6). 
In proposing how architecture might go about pursuing such a goal, Tschumi questioned the 
"terms of the architectural equation - space, program, movement" (Ibid: 20), arguing that this 
tripartite understanding of architecture had been partially suppressed throughout the three 
thousand year history of architectural theory and practice so that, traditionally, questions of 
space (form, design, style) had been prioritised over program (or event, or movement), and 
that issues of form had been seen to control and determine the events of a space, which 
became reduced to "frozen rituals of occupancy" (Ibid: 19). Tschumi opposed what he saw as 
an "overrated notion of architectural form" and aimed to reinstate function or, more 
specifically, to "re-inscribe the movement of bodies in space, together with the actions and 
events that take place within the social or political realm of architecture" (1996: 3-4). 
Throughout his career, Tschumi constantly reaffirmed that, "there was no architecture 
without event, no architecture without action, without activities, without function. 
Architecture was to be seen as the combination of spaces, events, and movements without any 
hierarchy or precedence among these concepts" (1996b: 255). 
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The transformative potential of architecture, according to Tschumi, did not lie in attempting 
to "design a new definition of cities and their architecture" (Ibid: 258), as he did not believe 
that architecture could representationally "illustrate theories" (Ibid), or "be reduced to a 
language" (1996: 3). Rather, introducing the question of event or programme into architectural 
discourse offered a way of challenging the prevailing view in architectural discourse of 
buildings as pure structure and form (1991: 149), and as static and solid, and could instead 
assert that "architecture is constantly unstable, constantly on the verge of change" (1996: 19). 
The task for architects, Tschumi argued, was to recognise and harness the "possibility of 
constructing conditions that will create a new city and new relationships between spaces and 
events" (Ibid: 259). It is through this potential heterogeneity of architecture - the collision of 
events, spaces, movements - that "makes it into that event, that place of shock, or that place of 
the invention of ourselves" (Ibid: 258). This again works with a notion of event as primary, 
with both architectural form and experience being given equal regard. Furthermore, Tschumi 
recognises the latent transformative potential of architecture (as described by Grosz) to change 
those using it in both modest and profound ways. 
(c) The Topological Turn in Architectural Theory 
Since the late 1980s, the canonisation of digital processes in architectural design has informed 
a 'topological turn' within the profession. On one level this turn has impacted the physical 
forms taken by new buildings, as the rise of 'computer-assisted design' (CAD) as a major design 
tool has worked to animate architecture and liberate it from "its formerly static and rigidly 
defined structures" (Frichot, 2006: 110). This has influenced the rise of quirkily formed, folded 
and `topological' architecture, or `blobitecture' as some have dubbed it (Frichot, Ibid; Perrella, 
1998; Harris, 2005). 
At the same time, the topological turn denotes a theoretical move within the field of 
architectural design. Drawing on Deleuze's notion of The Fold (Deleuze, 2006), architects and 
architectural theorists have reflected upon the interchange between the actual (material) and 
virtual (immanent, potential) realms of buildings (Frichot, Ibid). This is elaborated on by 
philosopher Brian Massumi, who considers how the topological approach has influenced 
thinking about architectural form and matter. From this perspective, he explains, finished 
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built form is "no longer thought of as the raw material and end product of architecture" (1998: 
10). The raw material is, in fact, deformation, as "the whole point of the topological turn is to 
catalyse newness and emergence rather than articulating universalised fixation" in design 
(Ibid). 
In architectural design a topological style of working embraces "the mutation of form, 
structure, context and programme into interwoven patterns and complex dynamics" (Perrella, 
1998: 7). CAD has been an essential tool for exploring these sentiments as, rather than being 
used to 'prefigure' form (generate an exactly resembling form or simulation of that which is 
yet to be built), the computer can also be employed as a 'tool of indeterminacy' (Massumi, 
1998: 17), A computer can be programmed to generate a proliferation of forms, to extract a 
possible design solution from many potential ones. The topological approach has several 
implications for thinking about architecture. Firstly, it questions the architect's role in the 
design process. Rather than acting as an "autonomous creative agent drawing forms from an 
abstract space of Platonic pre-existence... the architect's activity becomes altogether 
heroic.. . new form is not conceived. 
It is coaxed out, flushed from its virtuality. The architect's 
job is in a sense catalytic, no longer orchestrating" (ibid: 16). Hence, the ability of the architect 
"is not measured by any god-like ability to create something from nothing. It is the more 
modest ability to extract a difference from a variation" (ibid: 18). Secondly, and related to this, 
the architectural process itself is attributed a degree of autonomy from the control of the 
architect that comes from the array of virtual forces accompanying the design process, which 
overpower and weaken the conscious, purposeful actions of any one individual, meaning that 
even from its inception, architecture is a relational achievement. As Massumi writes, "the 
building is the processual end of the architectural process, but since it is an end that animates 
the process all along, it is an imminent end" (ibid: 19). 
The work of Grosz, Tschumi, and Massumi asserts that the architectural event-space is made 
and apprehended through ongoing encounters between body and building. Grosz's notion of 
the ongoing event of architecture as opening up ways of living and being; Tschumi's notion of 
the shock or disjunctive encounter through which we `invent ourselves'; and Massumi's 
emphasis on architecture as relationally and continually remade anew, all serve to underline 
this point. 
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(3.5) Methodological Considerations for Exploring Architecture as 'Event-Space' 
Having outlined the 'event-space' as a scaffold for realising architectural intervention 
throughout the empirical portion of this thesis, the remainder of this chapter provides a 
bridge 
between this and the following empirical portion of the thesis, in which I will move to 
investigate the architectural event-space at a particular urban cultural building: 
Liverpool's 
Foundation for Art and Creative Technology (FACT building). The following discussion 
firstly 
clarifies the rationale for the selection of this particular case study, 
before providing 
information concerning all aspects of the research process including its design, management, 
realisation and analysis. At the same time, the discussion offers thought on the most 
difficult 
methodological issue presented by this particular research project: how to empirically 
identify, 
register and record the 'event-space'. Specifically, to think and research in terms of the event 
is 
to begin in the middle, in-between, with encounters: seeking to describe "the relations 
between actual things, bodies and happenings" (Fraser, 2006: 129) and how these 
fold together 
in productive becomings, configurations that give shape to an architectural space. This is more 
a point of analysis, requiring an experimental style of writing about and mobilising my 
findings: of problematizing habitual geographical ways of describing what happens, rather 
than a need for innovative methods themselves - which were selected in order to make an 
intensive reading of the FACT centre. 
(3.6) Selecting the Research Location and Case-Study 
The empirical component of this thesis was carried out at one building: the Foundation for Art 
and Creative Technology (FACT Centre) in Liverpool. My initial attraction to this location was 
not based on any prior knowledge of FACT or of the city, but rather the fact that 
Liverpool 
had recently been successful in its bid to become European Capital of Culture 2008, with a 
series of 'themed years' building up to the celebrations. I felt that this 'lead-up' period would 
offer a particularly rich empirical environment to become immersed in, in terms of the type 
and amount of activities and events that would be taking place at the city's cultural venues 
(whether this reflected a proliferation of individuals and groups involved in the city's cultural 
and arts scene, a heightening of ambition amongst the city's cultural organisations and artistic 
community, or the effect of a greater density of cultural initiatives and strategies 
being put 
into practice). In addition to this, summer and autumn 2006 would see the city hosting its 
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Biennial arts festival, adding another, distinct dimension of cultural happenings to experience 
and record throughout my research. 
I then did an internet search to investigate the viability of undertaking research in Liverpool, 
and discovered it to house an array of cultural organisations, (although it was not until later 
during the research process that I became aware that Liverpool is, in fact, the second `museum' 
capital of England after London, and is known for having an intensely rich history of different 
avant-garde artistic movements). After compiling a short-list of possible case studies I made a 
preliminary trip to the city (8th to 10th of May, 2006) so that I could assess the potential of each 
one in person. During my visit it became clear to me that Liverpool's cultural and arts 
infrastructure could be divided into three categories. Firstly, large, traditional museums and 
art galleries such as the Walker Art Gallery (built 1877) and the World Museum Liverpool 
(built 1860); secondly, small independent artists' studios and exhibition spaces such as the 
Open Eye photography gallery, 52 Roscoe Street, and STATIC (both small working studios); 
thirdly, Liverpool housed a number of more modern and 'cutting-edge' cultural centres that 
seemed to sit somewhere in-between these two categories, and that incorporated a range of 
different functions including gallery spaces, community projects, seminar and workshop 
programmes and so on, such as the Bluecoat Centre, (to an extent) Tate Liverpool, and finally 
FACT. The latter category appealed to me because of the diversity of the activities that such 
spaces offered and the progressive modes of management, organisation, and cultural events 
that this suggested. The Bluecoat was, though, shut for major refurbishment, and the Tate 
Gallery still appeared in many ways to be a fairly typical modern art'white cube' gallery space. 
FACT, on the other hand, sparked my interest from the first time I visited. As well as 
manifesting the qualities listed above, FACT was notable for working with two challenging 
genres of artwork (Moving Image and New Media art), using its gallery and public spaces in 
imaginative and unusual ways, and because it occupied a striking purpose-built architectural 
space. These seemed to me to suggest a number of fascinating avenues for exploring the 
architectural event-space (as constituted through the interrelation of practices, affects, and 
material form) at this particular location. In addition, FACT was located within an urban 
regeneration area, and was itself precisely the kind of contemporary `planned' cultural 
building that I was interested in investigating. 
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During my preliminary visit to Liverpool I also arranged a meeting with a PhD student based 
at the University of Liverpool's department of Sociology and Social Policy, Dave O'Brien, who 
was working with a team of academics running `Impacts 08', a research programme set up to 
evaluate the social, political and economic impacts of Liverpool's Capital of Culture title (see 
www. liv. ac. uk/impacts08). This formed an opportunity to find out the sort of cultural policy- 
orientated academic research already being carried out in and about the city, and provided a 
chance for me to contextualise my own interests and reflect upon why, and how, I intended 
my research to vary from this. 
(3.7) An Auto-Methodological Approach 
The key methodological approach adopted throughout the empirical portion of this research 
might be described as 'auto-ethnographical'. Within sociology and anthropology, the term 
'auto-ethnography' has been in use since the 1970s, when the 'auto-' component referred to 
ethnographic studies where the researcher focused on his or her 'own people', amongst which 
they had 'insider status' (Reed-Danahay, 1997: 4), as opposed to studying collectives 
comprising of unknown 'others'. Later, a further distinction was drawn between this type of 
study and the "confessional auto-ethnography", in which the focus of the writing was placed 
on the ethnographer himself or herself, rather than on the lives of others in their group of 
study (Van Maanen, 1995: 8-9). This notion of auto-ethnography as an empirical focus on 
one's own experiences and feelings was supported by sociologist Norman Denzin who also 
highlighted the tension between the autobiographical and personal, and the cultural and 
social, within auto-ethnographic writing (1989). More recently, it has been argued that in 
negotiating these tensions, auto-ethnographic research can adopt a dramatic style in 
showcasing "concrete action, emotion, embodiment, self-consciousness and introspection" 
(Ellis, 2004: xix, cited Holman-Jones, 2005: 764). Holman-Jones continues that auto- 
ethnographic writing, "writes a world in a state of flux and movement - between story and 
context, writer and reader, crisis and denouement. It creates charged moments of clarity, 
connection and change" (Ibid). Auto-ethnographic writing aims to "invoke the corporeal, 
sensuous... nature of experience" (Ibid). 
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My approach to writing about the FACT building can be seen to correspond with this auto- 
ethnographical style for two reasons. Firstly, I adopted a story-telling style in order to write an 
evocative narrative that would show, rather than tell of, FACT, that would (I hoped) allow the 
reader to share, or at least gain insight into, my experiences. Secondly, in this my own body 
became my key means of registering and writing about the interaction of the three facets of 
architectural event-space. The material ('concrete'), the immaterial (affectual) and the 
ephemeral (practiced) dimensions of the FACT building were given expression, and made their 
effects felt through, my embodied experience of the space. In adopting a story-telling style, I 
thus sought to reveal multiple layers of meaning through my narrative, by moving back and 
forth between the personal and the architectural. I tried not to dwell for too long in either 
focus, in order to allow the architecture itself to become the protagonist of my writings, and 
not become relegated to a passive product of my sense impressions. 
Our bodies are the site at which all three dimensions of the event-space come together, where 
they are registered and where our endless connectivity to urban materialities and enrolment in 
them can be sensed and through which this can be articulated. This was my primary reason for 
writing the story of FACT from my own experience, not as some kind of elevated subject with 
a `better' viewpoint than others using the space, but rather in order to utilise my body as a 
surface through which the event-space is continually revealed. Ellis writes that auto- 
ethnographic writings "showcase concrete action, dialogue, emotion, embodiment, spirituality, 
and self-consciousness. These features appear as relational and institutional stories affected by 
history social structural, which themselves are dialectically revealed through actions, feelings, 
thoughts and actions" (2004: 38). Correspondingly, I tried to capture these tensions within my 
empirical work, to think about how event-space brought together and blurred the distinctions 
between the 'big' and 'small' stories in which the FACT building is bound up. 
In my decision to focus upon my testimony more than upon that of others, I am not therefore 
arguing that the complexity of the FACT building can be reduced to one singular narrative 
about the space, nor that my views are more important that those of numerous others who 
shape the event-space. Indeed, developing ways of giving voice to the event-space experiences 
of others through story-telling is a crucial topic for future work done in the vein of this thesis, 
although this fell beyond the remit of my research. I wanted primarily in this research to 
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experiment with methodologically capturing event-space, and this also meant that as well as 
adopting a story-telling narrative centred on my own body, I consciously avoided working 
with any media that would unnecessarily mediate my body-building encounters at FACT. 
Whilst the act of transcribing and writing up my experiences could be seen as doing just this, I 
felt this was more under my control than, say, the use of photographs and video, and the 
further contextual layers and framings these would introduce, and hence I did not develop 
methodologies that relied strongly on either of these. Innovation in my methodology was 
important in allowing me to effectively capture the rawness and immediacy of event-space, 
rather than being an objective in its own right. 
(3.8) Research Design and Qualitative Methods Used 
My research into FACT as event-space required me to undertake an intensive, event- 
orientated study of the building. Initially I came up with a fairly rigid structure for realising 
this: I would progress through three `layers' of research that would focus in ever more tightly 
upon the event-space a in funnel structure via (a) policy documents with implications for the 
design, planning and managing of the space, (b) organisational approaches and practices that 
choreographed and arranged the goings-on of the space, and (c) more elusive and emergent 
public uses of and movements through the space. This, I believed, would allow me to build up 
an increasingly rich and intensive picture of the everyday 'goings-on' of the building. In 
theory, these three steps seemed to coincide with three strands of empirical work (policy 
analysis, interviews, and ethnographic work respectively). Once I got into the field, however, I 
realised that this way of working was not allowing me to retain a tight focus on the 
architectural and I felt that I was beginning to focus overly on the institutional/ organisational 
and artistic/ social dynamics of the space. Although all of these were interrelated within the 
notion of the event-space, dealing as it does with `in-betweens' and 'encounters', I wanted my 
research findings to be able to suggest new ideas and insights into architecture and so it was 
important to keep this explicitly at the heart of my empirical concerns. With this in mind as I 
spent more time in the field, and then began to organise my data for analysis, the boundaries 
between the interview data, observational research and document/ archival data and the kinds 
of claims they each allowed me to make about FACT became increasingly blurred, as they 
complimented each other in ways I could not have foreseen. In my research diary, in which I 
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reflected on my feelings about my developing research project, I noted on May 18th, 2006 that 
the distinction between these three phases was beginning to seem somewhat 'artificial and 
sterile' when confronted with the more buzzing and busy space of the FACT centre, and being 
struck by its multi-functionality and the ways in which the different activities taking place 
there were closely interrelated. I continued to use the three types of data described above: 
policy documents, interviews and observational research, however I ultimately wove together 
bits and pieces from each of the phases in order to constructing three stories about the building 
that comprise the three empirical chapters to follow. These were (a) architectural inflows 
'prospecting FACT', (b) architectural flows'architecting FACT' and (c) architectural outflows 
'the afterlife of FACT'. This structure allowed me to strengthen my analytical focus upon the 
architectural event-space itself, and to attend to three different facets of it respectively: firstly, 
its emergence in the city landscape 'prospecting FACT'; secondly, its architectural 
configuration and presence 'architecting FACT'; and, thirdly, its organisational and social 
choreography and the potential implications of this for people's experiences of the space (and 
how these might overspill the physical limits of the building) 'the afterlife of FACT'. 
I made three study visits to Liverpool during the summer and autumn of 2006, from the 19th to 
27th of June from the 12th to 20th July (as most staff holidays occurred during August) and 
September 11' to 26th, which coincided with the start of the Liverpool 2006 Biennial arts 
festival (September 16th to November 26th, 2006), and the timing of which gave me a chance to 
see two successive exhibitions being displayed in the space. I also undertook nine day/ 
overnight trips to carry out interviews, attend events at the centre and make visits to view 
archive documents both in Liverpool and London. The ways in which these strands of data 
were interlinked and mobilised in combination to attend to architectural form and experience 
at FACT will become clear throughout the following sections. 
(a) Semi-Structured Interviews 
I conducted fifteen semi-structured interviews with various individuals involved closely with 
FACT, from past and present staff, to members of the local community involved in activities 
run by the organisation, to individuals who worked on the building's design. A full list of 
people I spoke to can be seen in the Appendix (a). The interviews served two purposes. 
Firstly, they allowed me to develop an understanding of the processes and events of FACT's 
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prehistory (1989 - 2003), covering the organisation's nascent, 'pre-building' phase as a 
commissioning art agency called `Moviola'. This period of FACT's history is predominantly 
unwritten, and capturing the oral accounts of key individuals involved, in collaboration with 
reading planning documents, archived exhibition catalogues and documents relating to 
Moviola, was critical in attaining a full knowledge of the `prospecting' (inflows) of the building 
that are discussed in Chapter Four. The interviews allowed me to uncover the attitudes and 
passions that fed into the FACT building's construction as well as those that helped to shape its 
everyday `afterlife' (outflows) as discussed in Chapter Six. 
As I progressed with my research, my aim in recruiting interview subjects was not to identify 
and approach a'representative' sample of individuals, but to select people who I believed could 
bring a crucial perspective to my overall picture of the three facets of FACT, in order to 
contribute to my overall 'picture' of the building. FACT's website provided the names and 
email addresses of all staff members, making it an easily accessible research site. Whilst I 
initiated contact via email, I also secured a 'gatekeeper' who strengthened my introduction to 
particular individuals: Dr. Claire Doherty, who had worked at FACT between 2001 and 2004 
as an Associate Curator. I met Claire at a networking event that she was speaking at, and she 
provided me with two contacts at FACT who formed my first two interviewees, and being able 
to mention Claire played an important role in gaining their trust. Following this, I used a 
'snowballing' technique whereby, during interviews with both of the above, I asked for names 
of colleagues that might be able to tell me more about, for example, the exhibitions 
programme, or the collaborations programme. It is likely that the small, open-plan office at 
FACT helped in this respect, as many of the individuals I subsequently contacted had already 
heard about my research and me! One interviewee, Alan Dunn, and I established a good 
enough rapport that he then acted as a gatekeeper to the tenants involved in the 'community' 
project that he ran, provided me with a list of names and numbers of potential interview 
subjects, arranged introductions and invited me to their training sessions so that I could get to 
know them in their'owu environment' and on their terms. 
After contacting my potential interviewees via email, I would follow up with phone calls in 
the case that I did not receive a response within around a week, although this was normally 
not the case. The vast majority of my requests were met with swift and positive responses and 
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it was only the architects who designed FACT who did not respond despite several emails and 
phone calls to their office. The fact that I could not interview the architects was significant: I 
had hoped to explore the ways in which the architects perceived, talked about and created the 
architectural space of FACT, in order to learn whether, and in what ways, the architects were 
attuned to the affectual and intangible facets of built form as, as Chapter Three demonstrated, 
architectural theory has already developed the notion of the event as it pertains to buildings. I 
had hoped to uncover the FACT architects' take on spatiality and to compare and contrast this 
to geographical urban theory, and to find out whether there might therefore be fruitful 
discussions to be opened up between architects and geographers, what these might focus upon, 
and how this might help the development of a geography of architecture? As I could not speak 
to the architects, however, I was not able to make any claims about architecture as profession 
within my research, and the implication of this was focussing solely upon discussing 
architecture as event-space. I did, however, talk to the people who had worked alongside the 
architects, and played a key role in the design team. 
After an interview date and time had been arranged via email or phone I sent a formal letter of 
confirmation bearing a 'University of Bristol' letterhead. This included details about myself 
and my research, reconfirming why I was interested in speaking to them in particular and a 
broad idea of the topics I wished to discuss, what I intended to do with the data having 
recorded it and transcribed it, and issues surrounding confidentiality. A sample letter is 
included in Appendix (b). The letters also proved helpful for refreshing the memories of 
interviewees prior to our meetings, as many of them brought a copy with them and had clearly 
scanned them in preparation, meaning I did not have to begin each meeting completely 'cold' 
and could save valuable time, as each appointment was only one hour long. Notifying 
interviewees in advance about the possibility of recording the conversation also meant most 
had booked meeting rooms providing a quiet and private environment in which to talk. I also 
handed each interviewee a list of prepared 'Key Informant Rights' (adapted from Dunn and 
McGuirk, 1995) at the start of the meeting. A copy of this is provided in the Appendix (c). This 
was perhaps a rather formal, but nevertheless clear and concise, way of establishing my ethical 
obligations towards them and helped to reassure and relax individuals and (I hoped) as we 
talked. 
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I prepared for each interview by writing an interview schedule: a list of the broad issues that I 
wished to cover during the hour. This helped me to think about the logical ways in which to 
order my questions for the sake of my interviewees. In doing this I found the work of Mason 
(1996; cited Cloke er al. 2004: 153-155) helpful. Mason offers suggestions for drawing up an 
interview schedule, beginning by identifying the `big' research question, and then using this to 
generate a series of more manageable mini-questions that represent 'what you need to know' 
and then noting ideas about how it might be possible to get at the relevant issues in an 
interview setting, including possible questions. Mason then suggests working backwards from 
these mini-questions to check whether these are effective ways of getting at the big research 
questions specified. 
I arranged my questions in what Dunn refers to as a `pyramid' order, beginning with narrower 
questions and then broadening these out. I started each interview by asking a few personal, 
autobiographical questions about the interviewee's role at FACT, as a way of breaking the ice and 
putting both them and myself at ease. The further questions that I asked reflected my original 
research plan, and hence were not as focussed on architecture as I would have ultimately wished. 
I also found it difficult to avoid being overly prescriptive with my interview schedules, as I was 
concerned about my lack of experience using this technique and the possibility of missing 
something important. As Cloke et al (2004) point out, it is important to establish a balance 
between rigorous preparation and not over-structuring the conversation, because an interview is 
about more than simply asking the right questions and rather develops as an interpersonal 
dialogue. Two examples of an interview schedule are included in the Appendix (d), demonstrating 
how I refined my technique during the thesis as different avenues of interest opened up and my 
research emphasis shifted. There were a few disappointments surrounding follow-up meetings 
that I attempted to arrange with various staff members, for example I asked one interviewee 
whether it would be possible for me to observe a new gallery exhibition being set up, and also 
whether I could shadow the Exhibitions Team for a few days to get a more in depth 
understanding of their day-to-day roles and responsibilities. Both of these activities were agreed to 
initially however in the end they had to be cancelled as the staff involved were too busy. 
I was careful to transcribe my interviews as soon as possible after the interview had taken 
place. This helped me to fill in from memory any inaudible parts of the recording, as well as 
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beginning to look at the data analytically, as Dunn argues, transcribing can be seen as a 
preliminary form of analysis (2005: 97). I transcribed the data with wide page margins, using 
the left hand margin to note comments that related "to the practice of the interview, such as 
the wording of questions and missed opportunities to prompt" (Dunn, Ibid: 99). In the right- 
hand margin I included comments on "the substantive issues of the research project" (Ibid: 
100). For the latter, I began by using different coloured stickers, each referring to a particular 
theme, however my research aims changed so much that these soon became redundant and 
rather confusing, and the transcripts continually overwritten with new notes and ideas, 
providing a visual log of how my research interests had shifted. Transcribing the interviews 
also allowed me to identify where my questions had been ambiguously worded or where I had 
failed to follow up on an interesting point. An example of an interview transcription is 
provided in the Appendix (e). 
(b) Participant Observation 
I undertook participant observation at the FACT building during the three research periods 
detailed above. My intention in using this method was to build up a detailed and multifaceted 
knowledge of how the FACT building was used, experienced and interacted with by its 
visitors, by spending as much time as I could spare observing its goings-on, and over a range of 
different times of day, and days of the week, to identify the space's rhythms of activity. 
As Walsh (2004) comments, in practising participant observation, theory is generated rather than 
merely tested. Furthermore, Ben Highmore writes, "such an approach can't be measured in terms 
of descriptive realism but should be judged in terms of its ability to generate new possibilities in 
an encounter with the ordinary" (2001: 257). Both of these quotes highlight the experimental 
and tentative nature of participant observation, and they also help to emphasise how this method 
helped me to write the event-space: not through being able to directly observe this, but via 
attending to the types of interactions and interrelations that were played out between individuals 
and the building itself, to capture the moments of encounter through which the event-space was 
enacted. This also points to the necessarily speculative dimension of participant observation. 
With these points in mind, I prepared a list of 'foreshadowed problems, which were more 
`hunches' than about "proving or disproving hypotheses or tunnel vision objectives" but rather 
were "theoretically motivated issues" that I planned to engage whilst doing my fieldwork 
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(Bennett, 2002: 141). The themes I chose were aimed at helping me gain insight into the myriad 
ways in which the interior spaces of the FACT building were moved through, choreographed, 
encountered and experienced by various individuals. The themes were as follows: 
0 `Channelling' of the space: flows and currents of air, light, sounds, and people through 
the space (the `banal mechanics' of the building). 
" 'Choreography' of the space: by programmed, as well as emergent and spontaneous, 
events and activities. Noting heightened moments of exchange and encounter. 
9 The building environment itself: materials, textures, shapes, and forms 
0 'Typologies' of Space: public space, heightened space, emergent space, programmed 
space, and so on: and how the building environment shaped these. 
Preparing these `foreshadowed' themes allowed me to maintain a degree of order upon my 
note taking from the outset, and meant that I avoided being overly descriptive (i. e. noting 
everything that I saw), and also avoided being overly prescriptive, about what I recorded in 
my research diary. Keeping the above themes in mind facilitated my movement back and forth 
between the immediate empirical situation and my analytical (event-orientated) framework as 
I was undertaking the data collection. 
I encountered no access issues with regards to spending long periods of time at FACT, as the 
building is public and free to enter (including the galleries). The presence of an open-plan cafe 
and bar on the ground and first floor respectively provided helpful vantage points from which 
to make notes in my research diary, and ordering an occasional coffee allowed me to remain 
relatively inconspicuous, as many people used these locations to work. Nevertheless, I made 
contact with FAGT's Operations Manager Zoe Chapman, and Operations Director Alan Smith, 
to obtain official permission to do so, and was presented with a name badge and introduced to 
the FACT `front of house' staff, which made me feel more relaxed about my presence. The 
only practical issue that I did face was that the galleries, being `black-boxes' that excluded all 
exterior light, were too dark for taking notes, and therefore I had to leave at regular intervals 
to write notes from memory. Additionally, photographing the artworks was not permitted, 
and so I had to rely on catalogue photos and images found online. I kept my research diary for 
around three weeks, and after this time whilst it might not be fair to claim that I reached a 
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point of `saturation', it was certainly the case that my daily notes became increasingly 
repetitive, as I focused in upon those elements of the space that had been suggested by the 
foreshadowed problems I set out, as I began to separate out the `signal' of the event-space from 
the `noise'. From an initial point where I had included a substantial amount of detail, I 
gradually came to focus upon "patterns and regularities, rhythms and routines" (Cloke et a1, 
2004: 197) unfolding at FACT. 
(c) Analysing Planning Documents and Archived Material 
These documents were collected alongside, and subsequently to, the carrying out of the 
previous two strands of data collection, and the resulting pieces that I located consisted of four 
main types. Firstly, planning documents pertaining to the Ropewalks area in which the FACT 
building was constructed (which has been the target of several waves of regeneration 
initiatives dating back to the late 1980s). Many of these, being neither recent nor current, 
were not available online and I found them instead in Liverpool University's Civic Design 
Library, which held a comprehensive collection of local urban planning literature, as well as in 
Liverpool City Reference Library. Secondly were exhibition catalogues detailing the biennial 
arts festivals organised by Moviola before it became FACT, between 1989 and 2000, as well as 
various books and leaflets about Liverpool's arts scene that happened to include information 
about the history and construction of the FACT building. Thirdly, I arranged access to an 
archive held at the Royal Society for encouragement of the Arts, Manufactures and Commerce 
(RSA) in London. As discussed later in the thesis, this organisation had provided a small grant 
towards the designing of FACT, and as a result held various pieces of correspondence that 
concerned this. Fourthly, I found various pieces of information about the FACT building on 
the websites of several individuals involved in its construction, as well as of the architects 
Austin Smith: Lord, who designed the building, plus within FACT's online archive itself. The 
physically dispersed nature of the documents was largely responsible for the gradual and 
organic process by which I discovered and was able to access them. This was not a problem 
though, as after re-designing my research process I did not seek to carry out a discrete, formal 
policy analysis, and instead wanted to use the planning and archive documents that I had 
uncovered in conjunction with data generated by the interviews and participant observation, 
as well as alongside academic literature I had read on Liverpool's urban planning history. 
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(3.9) Analysis 
The data collected as outlined above is now taken forward into the empirical portion of the 
thesis. In the following three chapters I mobilise this data to construct three separate stories 
about the FACT building, as follows; 
Chapter Four, 'Prospecting FACT', is concerned with how the building came to assume its 
physical presence in the city of Liverpool. By focussing in upon its extensive 'pre-history' as a 
small, commissioning arts agency, and as the organiser of a biannual arts festival in the city, I 
argue that the FACT building that eventually emerged did not just constitute the construction 
of a material, physical space, but also the coalescing of a particular affectual mood or style: the 
`Scouse Contemporary' (as defined by the founder of FACT, Eddie Berg). 
Chapter Five, 'Architecting FACT', discusses the FACT building in the here and now. In this I 
attend to the intimate and immediate moments of bodily encounter between myself and the 
FACT building as I walked around it and visited an exhibition staged within its galleries. In 
doing so I build upon the notion of architecture as catalysing 'experiential newness', through 
the perceptual sensations that the space affords through its physiognomic and ambient 
conditions of design. 
Chapter Six then considers the more programmed ways in which these body-building 
encounters are mediated and choreographed. The discussion focuses upon two organisational 
modes of going-on at FACT: curating and collaborating, and interrogates how these work to 
cultivate the affectual economy of the building by extending or inflecting encounters with the 
space in particular ways. 
In constructing these three stories, I draw together the three types of data outlined above in 
order to consider what was happening at FACT as its material, affectual (intangible), and 
ephemeral (practical) dimensions coincided with one another. In doing so, I offer a 
geographical perspective for engaging with architecture that emphasises the role of built space 
for the fostering of 'life knowledge' rather than `power knowledge'. Rather than seeing 
buildings as oppositional to embodied practice, or as predominantly serving external political 
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and economic agendas, the following chapters instead emphasise how our everyday lives and 
selves are fashioned from our constant involvement in and registering of perceptual, sensual 
and emotional encounters with buildings, which have a potent capacity to disorientate, 
comfort, frighten, anger, or in some other way change us both individually and collectively, 
whether temporarily or more profoundly. In turn this emphasises the possibility of focusing 
upon the other, emergent worlds that might be engendered by architecture: how buildings 
might become otherwise, in ways that do not always conform to our expectations of what 
certain types of buildings should be and do, and how this might challenge long-standing 
geographical understandings of urban architecture. 
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4. PROSPECTING THE `FOUNDATION FOR ART AND CREATIVE 
TECHNOLOGY' (FACT BUILDING), LIVERPOOL 
(4.0) Chapter Introduction 
This chapter asks, `how can we attend to the processes by which the FACT building came to 
assume its material presence in Liverpool's urban landscape' (the 'inflows' into the FACT 
building? ). In addressing this question, the following discussion develops two key arguments 
that begin from the premise that the event of FACT's becoming-infrastructural was a much 
more prolonged, uneven and gradual process than simply its final physical construction. 
Firstly, I will look back at the extensive pre-history of the FACT building, beginning with its 
initial incarnation as a small art agency called Moviola in 1988 and leading up to the public 
opening of the new FACT building in 2003. I will argue that certain key moments and 
decisions during this pre-building period worked to imbue the venture with a particular 
avant-garde 'mood' or 'attitude' of futurity, newness, novelty, confidence, innovation, 
criticality, and participation, that came to characterise the style of Moviola during its early 
years, and then later came to inhere in the materiality of the FACT building, and to inflect its 
afterlife. More specifically, I will argue that, seen this way, the cultivation of the `style' of the 
FACT building (seen not in terms of 'design' but in terms of 'sensibility' or `disposition'), 
which was defined by FACT founder Eddie Berg as 'Scouse Contemporary', can be traced back 
to 1988, when Moviola staged Liverpool's first ever 'Video Positive' Festival, an event that 
showcased cutting edge artwork and installations from the then marginal genre of video art. 
This episode in FACT's prehistory can be seen as a pure expression of experimentalism, 
ambition and confidence. I will argue that these expressions and bursts of energy and ambition 
were subsequently qualified (named, formalised and channelled into discrete programmes of 
activity) and sedimented (embedded, strengthened and made consistently visible by drawing 
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in ever more people, spaces and arts projects), over the following few years. This happened as 
Moviola established two programming strands; firstly, a Collaborations Programme pairing 
artists and local community groups to work on artistic projects; and, secondly, 'MITES' (the 
Moving Image Touring and Exhibition Service), an equipment pool and technical support 
service aimed at artists working with Video Art and New Media art. These programmes 
developed Moviola's version of the `Scouse Contemporary' style into more coherent 'concrete' 
forms into the early 1990s. Finally, the Collaborations Programme and MITES became central 
to the process of establishing the FACT building itself, to the kinds of programmes it housed 
and the experiences it afforded those who subsequently visited. 
In telling this story, my key objective is to stress that the emergence of FACT (or indeed any 
architectural space) cannot be fully analysed or understood solely by recourse to discourses of 
urban planning, or conceived of simply as the process of construction of a space, and that it is 
vital to also acknowledge the role played by a more expansive set of phenomena, such as the 
kinds of affectual resonances described above, in shaping a building's becoming- 
infrastructural. These are important for several reasons: firstly, because these affects have 
potentially major implications for how a building is then enacted and experienced in its 
everyday afterlife; secondly, because the FACT story specifically challenges geographical 
assumptions about the relatively sterile nature of planned urban cultural infrastructures and 
questions the implied dichotomy between these and more 'organic' and `authentic' urban 
cultural locales, as FACT has its roots in the latter but has also grown to become a 'planned' 
cultural organisation within a regeneration area in Liverpool city centre. Finally, the 
discussion poses the related question of whether, and to what extent, it is possible for a built 
architectural space to channel the temporary buzzing atmosphere of an arts festival and foster 
this in a more sustained and visible way, and the extent to which this was achieved at FACT. 
This is not to suggest that the urban planning context in which FACT emerged was not 
significant and I will therefore contextualise this affectual reading of FACT's becoming- 
infrastructural within Liverpool's cultural planning history, which has been particularly ad- 
hoc and belated in its emergence (compared to other UK cities such as Sheffield, Birmingham 
and Newcastle). In order to develop an event-space orientated reading of FACT's appearance, 
the discussion mobilises the term `prospecting', rather than the term `planning', to describe 
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how this planning context related to FACT. The reason for this relates to the kind of relation 
that 'planning' suggests between the processes and practices leading up to the appearance of a 
building, and the building itself. Whilst urban geographers have long recognised the 
unpredictable, politicised and open outcomes associated with the realisation of planning 
programmes, the term 'planning' nonetheless suggests the building within this to be the 
culmination and termination of the processes and practices that contributed to its appearance. 
These processes and practices are also seen as leading up to, but as separate from, the building 
in question. In contrast, in mobilising the term 'prospecting' I will envision this period of time 
not as a relative closing down or focussing in, but rather as the crossing of a threshold, as what 
Deleuzian theorist Brian Massumi calls an 'immanent end', following which "the building is 
the processual end of the architectural [planning] process, but since it is an end that animates 
the process all along, it is an immanent end" (1998: 19). Architecture, Massumi argues, is "a 
gift of product for process... It is meant to stand at the threshold between processes" (Ibid: 22). 
Massumi's argument chimes with the event-space orientated analysis to be developed here, in 
that it envisions the building-to-come as an opening up and sparking off of a host of new 
possibilities, however constrained these may be. Allowing for this openness is important 
because it suggests that there are many possible worlds to be encountered within the FACT 
building, other than those that might be assumed by reading the space's exterior architectural 
form, or interpreting it primarily as an 'end product' of Liverpool's ongoing cultural 
regeneration programme. 
(4.1) Moviola and the Origins of the'Scouse Contemporary' Style 
I want to begin, however, by outlining the style of the FACT building as described by its 
founder, Eddie Berg. During an interview that I conducted with Berg in August 2007, we 
discussed the `pre-history' of FACT: the time between his taking over of Moviola in 1988 up to 
the public opening of the new £10 million FACT building in Liverpool's Ropewalks area on 
22nd February 2003. During the conversation, Berg described the style of the FACT building: 
Its identity seems to have a bit of Scouse-ness about it, you know? It's like - it's a bit 
of Scouse Contemporary, that's what it is, a kind of Scouse Contemporary, and 
actually, I think in Liverpool people hadn't, the notion of the Scouse Contemporary 
wasn't, you know it just wasn't evident (interview transcript, page 21-22). 
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Berg then proceeded to qualify what he meant by `Scouse Contemporary' 
I think FACT emotionally, at whatever stages has always been a Scouse project, 
emotionally it's been.. . cocky, it's been, a bit vulgar, it's been, you 
know, overly 
sentimental, it's been... a bull-shitter, it's been all of those things that kind of 
characterise the great qualities of - it's been contrary- you know all of those things 
that I think characterise the Scouse identity, it's been those things and I think ... it's 
also about a kind of new kind of Scouse identity which is what made it important in 
terms of place (interview transcript, page 26). 
In this second quote, Berg articulates the style of FACT, `Scouse Contemporary', not in terms 
of architectural design or form, but in a more eventful and practical sense: the building as 
enacting and fostering an attitude or mood (cockiness, vulgarity, sentimentality, and so on). In 
doing so, Berg is locating FACT's emergence not within the regeneration and planning of 
Liverpool's urban landscape, but as the cultivating and reinforcing of a particular set of 
affective intensities that came before, and inflected, the physical materiality of the building as 
it was constructed. On one hand, Berg's words might be argued to demonstrate the FACT 
building as an expression of regional identity and/ or nationhood. This neglects, however, the 
considerable degree of work done by Berg and those involved in running FACT - both in the 
past and today - to build and sustain the Scouse Contemporary as an attitude that enlivens and 
forges diverse relations between those visiting the building and the building itself. 
Another important point raised here is Berg's reflection that FACT had embodied this `Scouse' 
style "at whatever stage", but that this had not been "evident" prior to the presence of the 
FACT building in the city. This suggests that the construction of the FACT building itself did 
not denote the creation of the `Scouse Contemporary' attitude, but that it constituted a 
transitional event via which this attitude was both heightened and made manifest to the city, 
the local population, and the arts world, for example. It suggests that the construction of the 
FACT building formed the crossing of some manner of threshold, from the Scouse 
Contemporary as an array of intangible (yet potent) swarms of passionate and aspirational 
energies, to also becoming a more coherent and formal set of programmes and activities. This 
then raises the question, 'through precisely what processes and events did the Scouse 
Contemporary evolve, from its initial expression to imbuing the physical materiality of the 
FACT building itself with a particular set of dispositions or modes of 'going-on'? The following 
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section attends to this by identifying a series of events that, it is argued, constitute the 
expression, and subsequent qualification/ sedimentation of, the Scouse Contemporary style as 
it was developed by FACT during its pre-building incarnation as an arts agency called 
Moviola. 
(a) Expressing the Scouse Contemporary: the 1989'Video Positive' Festival 
FACT's earliest origins reach back to 1985, when two Liverpool University students set up a 
project called Merseyside Moviola, which aimed to introduce local audiences to genres of film 
and video that "had little or no exposure in Liverpool, from independent features to animation 
via video art and experimental film" (Berg, cited in Andersson, 2003: no page number), and 
took the form of occasional screening events at Liverpool's Unity Theatre, close to the city's 
universities. When its founders moved to London in 1988, their assistant -a local film 
enthusiast named Eddie Berg - took over Merseyside Moviola, shortened its name to Moviola, 
and, after securing funding from the Arts Council, became a tenant at the Bluecoat Centre, one 
of the city's most established arts centres that also rents creative industry office space (see 
www. thebluecoat. org. uk). This moment marks the beginning of FACT's prolonged period of 
'becoming-infrastructural', and the beginning of Eddie Berg's close involvement that was to 
prove crucial to the advancement of this process. Moviola made its dramatic and confident 
debut just one year later in 1989, when Berg conceived of and organised Liverpool's first ever 
`Video Positive' festival. This event, which ran between February 14th and 26th and continued 
every other year until 2000, was to leave an indelible impression on the city's arts scene, as 
well as setting the tone for Moviola's early approach and activities throughout the first half of 
the 1990s. 
In their account charting the rich history of Liverpool's artistic and cultural avant-garde 
movements, Christopher Grunenberg and Robert Knifton describe the city's arts scene (both 
past and present) as characteristically edgy and experimental. They write that, historically, 
Liverpool had "seemed like the place that artists came to try out new ideas... because it was a 
challenging place to host such events, and a reaction of some sort was almost guaranteed" 
(2007: 28). The authors speculate that, being both geographically and culturally 'on the edge' 
within England (due to its casual labour patterns orientated around the docks, which differed 
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strongly from the more rigid work regimes of the mills and factories in other cities such as 
Manchester, as well as its large population of migrants from many different countries), 
Liverpool had always sat "at a distance from the commercial and intellectual centre of the art 
world", and had therefore offered artists the chance to "operate more freely and 
independently, to be adventurous and take risks" (Ibid, 2007: 24, also see Willett's seminal 
study of the city's arts scene, 2007). 
Video Positive 1989 was an expression of the experimental and edgy artistic spirit noted by 
Grunenberg and Knifton, as the event marked a bold attempt to achieve something 
unprecedented on both a national and local scale: to stage "a video art festival focussing on 
installation-based work, something that didn't exist in any meaningful form in Britain at the 
time" (Berg, cited in Andersson 2003, no page number). The exhibition catalogue that 
accompanied the festival reveals how, through Video Positive, Moviola aimed to showcase the 
new and futuristic in the form of the then nascent genre of Video Art, and to centre on the 
exhibiting of installation-based pieces. Out of 150 applications received from artists working 
with video and emerging media technologies, Moviola commissioned six new installations and 
exhibited a further seven (Welsh, 1989: 21). This strong focus upon technologically and 
aesthetically experimental artwork was highly risky, in particular for a new festival, as the 
financial and professional repercussions of any technical failures occurring during the show 
were potentially massive. Indeed, the technological nature of this art genre had hitherto 
presented a major barrier to established UK art institutions featuring video and other moving 
image artwork. During Video Positive 1989, however, Moviola successfully premiered what 
was, at the time, a particularly innovative piece of technology called the 'videowall'. The 
videowall consisted of a matrix of monitors that could be "programmed by computer to run 
from a single source or multiple sources" (Littman, 1989: 12). Unlike a single screen, the 
Videowall allowed artists "to focus on individual images, move between big and small and 
juxtapose images" (Ibid), and could be arranged in different configurations depending on the 
wishes of the artist. Furthermore, at this point in time, the possibilities to control and 
communicate images were "immense and as yet unexplored", but imagined as perhaps giving 
rise to "a whole new `videowall aesthetic'" (Ibid). 
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Within the context of Video Positive 1989, the videowall had two important and exciting 
implications. Firstly, as a technological innovation, it inspired artists by offering a new means 
to produce and present video art, opening up creative potential to express myriad visual and 
other sensory effects through their artistic output, and for pushing the boundaries of the video 
art genre. Secondly, and relationally, the videowall gave a glimpse of how artists, and art 
galleries, might in the future expose art audiences to unprecedented and wholly unfamiliar 
aesthetic (perceptual) and gallery-visiting (social) experiences. This is because it provided a 
totally novel manner of viewing video at that time (during the late 1980s, when visiting the 
cinema or watching television were the only widespread means of doing this). Furthermore, 
the videowall afforded the possibility of "going to the art gallery to see a continuously running 
video work, using several monitors and perhaps other elements, such as performance, or an 
environment built in the gallery" (Welsh, Ibid: 21). 
What, then, was the importance of Video Positive 1989 and the videowall in the development 
of the `Scouse Contemporary' style and the pulling together of the FACT building? These 
events sparked off a set of raw passions, ambitions and hope: they cultivated a sense of 
optimism and excitement, a temporary heightening of the city's artistic energies. This 
energised milieu also manifest the confidence (or in Berg's own words, 'cockiness') that was to 
characterise the Scouse Contemporary style developed by Moviola and then FACT over the 
next few decades, as the festival conveyed an unequivocal message to the city's mainstream 
arts organisations of the time: Moviola was not only working at the leading edge of artistic 
trends, but was in possession of the capability and the enthusiasm to translate this avant- 
gardism into tangible and credible artworks and events. Of course, by their very nature 
festivals are all about creating a 'buzz' through a burst of expressive and playful activity that 
momentarily transports one outside of the everyday and into a more magical and exhilarating 
world. The question is, however, how did the avant-gardism of Video Positive 1989 and this 
earliest excitement then get developed and shaped by Moviola into something more coherent 
and consistent that would endure long after the festival itself had come to an end? In other 
words, how was it possible for the transient, heightened excitement and energy, and ways of 
working, of an arts festival, to begin to be translated into a building concept? The next section 
argues that in the case of the FACT building, this occurred through a period of qualifying 
(naming, formalising and channelling of this energy into discrete programmed activities) and 
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sedimenting (embedding, strengthening and making this energy consistently visible by 
drawing in an ever broader collection of people, spaces and arts projects), over the following 
few years. This period can be seen as establishing the Scouse Contemporary mood or style via 
two formal strands of activity initiated by Moviola during and after 1991 (the year of the 
second Video Positive festival). The first of these was 'MITES' (the Moving Image Touring and 
Exhibition Service) and the second was Moviola's Collaborations Programme. These activities 
did not replace the Video Positive Festival, but ran alongside it. 
(b) `MTTES' (Moving Image Touring and Exhibition Service) and the Collaborations 
Programme 
'MITES', or the 'Moving Image Touring and Exhibition Service', was established by Eddie Berg 
and artist Clive Gillman with a grant of £60,000 secured from the then Arts Council of Great 
Britain. The purpose of MITES was to provide a pool of technical equipment, as well as a 
technical support service, for use by artists working within the genre of Video Art. Berg 
developed the idea after visiting a small, time-based arts organisation in Amsterdam called 
Montevideo (see www. nimk. nl). During our interview, Berg recalled of the visit: 
They didn't have very much equipment, but it was there, and it wasn't great 
equipment actually, on the whole, but it existed, and I thought, 'wow, that's 
interesting' (interview transcript, page 4). 
On the one hand, the setting up of MITES reflected the beginnings of a wider trend towards 
the acceptance of video and new media art by independent, and then mainstream gallery 
settings, and the consequent need for a service that could help to support this move. In the 
ongoing story of Moviola and the fostering of the 'Scouse Contemporary', however, Berg's 
exclamation that "it was there" and "it existed" discloses an eye-opening moment when he 
conceived of a more stable and consistent form that the energies and aspirations circulating 
after Video Positive 1989 might be channelled into. MITES was thus not simply the translation 
of an international arts initiative into the Liverpool context, however, but signalled the 
qualification of the temporary 'fizz' of Video Positive 1989 and the short burst of confidence 
and experimentalism that it entailed, into a practical, formal and named manner of 
proceeding, which was then sedimented by being given constancy and credibility by the 
involvement of technical/artistic objects, staff members, marketing and workshops, and so on. 
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In this way, Moviola's belief in video art crossed a threshold from being a transient showcasing 
of the `latest thing' to a more visible and prolonged investment, shaping the character, outlook 
and trajectory of the organisation in the process. 
The second way that Moviola enacted this process of qualification and sedimentation was 
through the establishment of their 'Collaborations Programme' in 1992. The Collaborations 
Programme followed a series of one-off projects and pilot schemes led by Liverpool-born artist 
Simon Robertshaw, who Moviola appointed as their 'Video Animateur' for nine months in 
1990 to "work with communities of people and other artists to create participatory artworks" 
(Berg, cited in Andersson, no page number). The notion of 'collaboration' became a buzzword 
within the arts world more widely during the 1990s (Bourriaud, 1998, Bishop, 2006), as young 
artists drew inspiration from the Community Arts Movement of the 1960s but also developed 
this in new directions with Liverpool, which had been an international hub of community and 
grassroots art during the 1960s (see Willett, 2007) being no exception. Bryan Biggs (Artistic 
Director of the city's Bluecoat Arts Centre) comments that, during the 1990s, participation by 
local people "grew significantly... as new models for engaging local communities were 
developed" (2007: 194) and Lewis Biggs, (Director of the Liverpool Biennial arts festival) 
argues that during the 1990s the city's arts scene was marked by an "upsurge in 
interdisciplinary, often grass-roots, culturally diverse art activity" (cited in B. Biggs, Ibid: 187). 
Moviola was therefore not unique in developing a collaborative programme in 1992 (indeed, 
Liverpool arts institutions the Tate and the Bluecoat Centre did likewise around the same 
time). 
As with MITES, though, I want to argue that Moviola's Collaborations Programme did not 
only represent the organisation moving to adopt a particular model of arts practice that was 
gaining momentum more broadly at the time. It also sparked the coalescing (qualifying) of the 
Scouse Contemporary attitude as it was channelled through a series of programmed events. 
The kinds of arts projects that took place as part of the Collaborations Programme schedule 
also extended the Scouse Contemporary, lending it a critical quality by providing a platform 
for artists and local communities to address the massive physical reconstruction taking place in 
the city around them. Moviola's first collaborative project entitled `S. T. R. E. S. S: involved 
residents of a housing estate in Runcorn, which was later demolished (see Andersson, no page 
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number; also www. archive. fact), to voice their feelings about where they lived, its problems 
and the changes taking place there. Again, whilst every arts organisation aims to commission 
critical and thought-provoking artworks, in the case of Moviola this not only set a precedent 
for them engaging the public in critical debate about urban regeneration, an interest that 
remains strong to this day, as well as galvanising the experimental, confident and edgy 
technological focus that was coming to characterise the Scouse Contemporary. This was 
further proven in 1999, when Moviola trained elderly high-rise tenants in Liverpool's oldest 
tower block, Coronation Court, to use pioneering digital technology to broadcast a series of 
debates and discussions on the internet, (a pilot project that was to grow into an 
internationally renowned programme called Tenantspin, a key component of the modem 
FACT building's identity that exists to this day, and which is discussed in depth in Chapter 
Six). 
Both MITES and the Collaborations Programme thus constituted the qualification (giving of 
form) and channelling (giving of continuity) of the Scouse Contemporary style, and this in 
turn was a crucial element of the becoming-infrastructural of the FACT building, which was 
not limited to its physical, material construction between 2000 and 2003, but also 
encompassed a much more diffuse, affectual set of phenomena. This in turn demonstrates that 
the style of the FACT building does not just refer to the conditions of its design, but also to 
this atmosphere or disposition of the space, fostered during its prehistory. The discussion has 
outlined this emergent style as critical, participatory, confident, aspirational, ambitious and 
experimental, and outlined some of the events through which these dispositions could become 
arrayed and made visible, as they accreted by drawing in an expanding range of artists, staff 
members, community groups, funding, urban locales, artworks, art commissions and projects. 
Having gained a degree of momentum, consistency, and visible presence in Liverpool, Video 
Positive, MITES, and the Collaborations Programme were, however, to become unstable and 
unsustainable endeavours. As Eddie Berg recalled, by 1995, the energies and attitudes that had 
propelled Moviola up to this point began to dampen and the enthusiasm started to wane: 
By the mid '90s I already felt like 'I can't keep doing this', because it's a really.. . it's a 
really intensive thing to do, from both an organisational and personal level, it was so 
hard to do it, but it was, but it was also -I didn't know ... 
I sort of lost focus of where it 
was all leading to (interview transcript, page 5). 
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At this point in time, around 1995, Berg hints that the process of qualifying and channelling 
the Scouse Contemporary style was becoming problematic. Whilst this had first emerged as an 
optimistic, passionate attitude, it was now becoming expressed as anxiety and dwindling 
spirits. It was at this point in time that Berg then cast around for a way of mitigating these 
issues, and began the process of prospecting a new, purpose-built architectural space that 
would provide a permanent anchoring point for Moviola's key programming strands. Whilst 
on the one hand a building might not offer the flexibility and pace of working that an agency 
format offered (given that exhibitions must meet conventions of health and safety, for 
example), it would, on the other, provide a new horizon or focal point around which the 
sensibility and programming strands of Moviola, (and the Scouse Contemporary style that they 
represented), could be arrayed. 
It was not only these internal issues that contributed to mooting the notion of a new building, 
however. A series of external factors also conspired to make 1995 seem like an opportune time 
to begin to push the FACT building idea forward. Firstly, the art world's attitude to Video Art 
was slowly changing, as galleries became more familiar and confident in dealing with the 
genre and the initial tensions between video art and the traditional gallery setting started to 
dissipate. Secondly, in the UK the launch of the National Lottery in 1994 gave way to a 
profusion of new cultural buildings, which dovetailed with the increasing use of urban 
cultural buildings such as museums, art galleries, and a new hybrid type of 'cultural centre' as 
flagship projects within city regeneration schemes. Given this, with hindsight it might be 
tempting to interpret FACT as a manifestation of these regenerative and artistic trends, and to 
locate the building within a broader emergence of new urban cultural venues across various 
UK cities such as Manchester's Urbis centre (2002), Dundee Contemporary Arts (DCA) (1999), 
and Gateshead's Baltic Centre for Contemporary Arts (2002). These kinds of new cultural 
buildings have drawn comparisons to the marketplace, laboratory, and factory (Hein, 2000: 
Bishop, 2004; Martinon, 2006) because, in a marked contrast to the traditional public museum 
and gallery designated for education and quiet, reverent contemplation of artworks and 
objects, these examples are truly hybrid spaces that blur the boundaries between traditional 
types of cultural activities by incorporating a mix of cinemas, cafes, bars, galleries, museums, 
workshops, and artists' residency spaces. Echoing the sentiments of Alan Latham that were 
outlined in Chapter Two, however, it is not necessarily the similarities between these kinds of 
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new cultural spaces that provide the key to understanding how they have come to emerge, and 
therefore exactly what, in an everyday sense, they may (or may not) do and make possible. 
The next section contextualises this affect-orientated reading of the FACT building's 
becoming-infrastructural within Liverpool's cultural planning terrain, which is notable for 
being both developed in a particularly ad-hoc fashion (Parkinson and Bianchini, 1993; Couch, 
2003), as well as occurring belatedly in relation to other UK cities such as Sheffield, 
Birmingham and Newcastle (Bianchini and Parkinson, Ibid; Jones and Wilks-Heeg, 2004). In 
doing this I will trace out how FACT's affective (intangible) resonances and its more tangible 
programming strands folded into more formal city cultural initiatives, and assert that the 
becoming-infrastructural of the FACT building was thus not so much a process of planning but 
rather one of prospecting. By this I mean that the FACT building did not represent the 
culmination and termination of the various processes and practices that contributed to its 
appearance, nor the closing down or focussing in upon a single end result. Rather, its 
emergence can be seen as the crossing of a threshold towards opening up many possible 
worlds, other than those that might be assumed by reading the space primarily as the 
representation of broader forces shaping the built urban environment. This is of critical 
importance in building an event-orientated reading of architecture as it opens up avenues for 
thinking about the interrelation of the affectual and material dimensions of buildings. This 
then marks out a critical point of difference for thinking about 'planned' cultural buildings 
such as FACT and what their implications may be for the kinds of experiences and encounters 
they subsequently afford the visitor. 
(4.2) Contextualizing the'Prospecting' of FACT: Liverpool's Urban History 
Liverpool's economy entered a prolonged and steady period of decline during the 1970s, when 
the city was hit especially hard by the global recession. Between 1966 and 1978 employment 
in the city fell by 20% (compared to national and regional averages of 5% and 12% 
respectively). Between 1978 and 1981, employment fell by another 18% (Meegan, 2003: 58) 
and the city's population declined steeply. Liverpool's large working class population was 
mainly employed by the city's ports in semi-skilled and unskilled jobs and on a casual basis, 
and therefore the city lacked skilled manufacturing workers who could "transfer their skills to 
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other sectors of the economy" when the ports began to decline (Parkinson, 1990: 243). 
Political paralysis during the 1970s added to Liverpool's troubles, as a decade of "minority and 
coalition governments in the city" impeded the city council's capacity to confront "the fiscal, 
administrative, and social consequences of the city's rapid economic decline" (Ibid: 245). 
Poverty and deprivation soared, as did social problems including crime and drug dependency 
and, in 1981, rioting erupted in the inner city. Throughout the 1980s, poverty spread outwards 
to engulf the city's outer council estates including Speke and Garston (Meegan, Ibid: 61). The 
external image of the city was equally ruinous, as "Liverpool became virtually synonymous 
with urban social problems in the news media, feature films, and television drama" (Jones and 
Wilks-Heeg, 2004: 344). 
In 1983, Liverpool's voters elected a local Labour party that was under the control of a 
Trotskyist faction called Militant Tendency, which was intent upon leading the city into a 
confrontation with Thatcher's Conservative government (Parkinson, 1990: 248). Militant 
dogmatically followed an agenda of 'municipal socialism' (Ibid), and "the workerist character 
of the party meant that jobs and services in working class heartlands received priority whereas 
the city centre, where... most arts activities were concentrated, continued to be neglected" 
(Evans, 1996: 9). The Militant-led party was "resolutely against civic boosterism" (Meegan, 
2003: 61), and "delayed the emergence of more entrepreneurial approaches to city governance 
that had become evident in Manchester, Glasgow and Birmingham by that time" (Jones and 
Wilks-Heeg, 2004: 345). This meant, "the economic potential of activities like leisure, tourism, 
the arts, shopping or even white-collar service sector jobs which were concentrated in the city 
centre were regarded with scepticism" (Parkinson and Bianchini, 1993: 157). It was not until 
1986 that the National Executive Committee of the Labour party suspended the Liverpool City 
party (Couch, 2003: 118). Then, in 1987, a more moderate Labour party was re-elected and 
previous Militant tactics were abandoned, and the city's first 'Arts and Cultural Strategy' was 
produced. 
By 1993, Liverpool's economic decline had continued to the extent that it was designated an 
Objective One region for EU funding, on the basis that the city's GDP was less than 75% of the 
EU average (Couch, 2003: 177), becoming "the first major conurbation in an old industrial 
region to be so defined" (Meegan, 2003: 64). Objective One status brought a five-year 
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programme "with the potential for £1.25 billion investment, comprising £630 million 
European funds matched by UK Government and other funds" (Gilmore, 2004b: 114). Despite 
this, however, "implementation began slowly and it was only towards the end of the funding 
period that changes in the area began to be visible" (Couch, Ibid: 178). Furthermore, it was 
only during the late 1990s, following the election of the Liberal Democrats to the city council 
in 1997, when "evidence began to accumulate of a possible reversal of 30 years of unabated 
economic decline on Merseyside" (Jones and Wilks-Heeg, Ibid: 345). The turbulent political 
and economic terrain of Liverpool has had major implications for the development and 
implementation of urban planning within the city, especially in the context of cultural 
planning. The reasons for this are outlined in the next section. 
(4.3) Characteristics of Liverpool's Cultural Planning Terrain: A 'Belated' and 'Ad-hoc' turn to 
Culture 
Liverpool's urban policy history has been extraordinarily complex: indeed, "no other urban 
area in the UK can lay claim to having been host to every major urban policy experiment 
introduced over the last 35 years" (Jones and Wilks-Heeg, 2007: 344). Those charting this 
trajectory have described the city's cultural planning terrain, including plans to regenerate the 
Ropewalks Area (formerly known as Bold Street/ Duke Street) in which FACT is located, as 
being both late to emerge (belated), and lacking in strategy (ad-hoc). 
Liverpool was belated in harnessing its cultural assets as a means of promoting economic 
growth. From the mid 1980s onwards, many declining former industrial cities in the UK such 
as Manchester, Sheffield, Birmingham and Glasgow began to engage in cultural 'place 
marketing' campaigns, and designated cultural industries quarters to capitalise on this growing 
sector of the urban economy. Despite Liverpool's international reputation as a cultural and 
artistic hub, and it being the "second museum capital of England" (Lorente, 1996a: 1), its 
political and economic troubles in fact meant that the city failed to adopt a similar approach 
even in comparison with "many less favourably endowed cities" (Bianchini and Parkinson, 
1993: 155). The `Ropewalks' area, in which the FACT building is now located, was not labelled 
and promoted as the city's 'official' creative industries quarter until 1990, when the city 
council commissioned `The Bold Street/ Duke Street Action Plan'. This document highlighted 
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the area's assets, building upon ideas previously proposed in a trio of reports in 1987: a 
'Tourism Strategy for Liverpool', a 'City Centre Action Plan', and a city `Cultural Industries 
Policy'. The publication date of these reports highlights the city council's belated turn away 
from municipal socialism under Militant (Parkinson, 1990: 243) and its renewed focus, 
following the establishment of a more moderate administration, on the city centre rather than 
more peripheral residential areas. The subsequent 1990 'Bold Street/ Duke Street Action Plan' 
recognised this central area's problems (exacerbated by Militant's neglect of the inner city), 
following the loss of its traditional role as a "manufacturing and service area" for the city docks 
(Hayes, 1990: 3). The report emphasised the need to address physical dilapidation and 
dereliction of the zone's buildings, and to "establish a clear role for the area", noting the 
successes of Glasgow's `Merchant's City', Bradford's 'Little Germany' and Sheffield's `Cultural 
Industries Quarter' in this respect (Ibid). Because of the issues outlined below, however, it was 
not until 1997, when the Liberal Democrats took control of the city council, that Liverpool 
(and its urban policies) made a "concerted shift towards urban entrepreneurialism" (Jones and 
Wilks-Heeg 2004: 346), and culture became central to the local authority's plans for the city, 
setting a more favourable and opportune climate for the FACT building to begin to materialise. 
As well as being relatively late to emerge, Liverpool's urban planning and regeneration terrain 
has also been characterised as lacking in strategy or long-term vision and as "ad-hoc and 
unplanned" (Couch, 2003). Bianchini and Parkinson similarly argue that Liverpool had not 
exploited its cultural assets "in a strategic way" (1993: 155). In the context of the Ropewalks 
area where FACT was eventually to be built, from the release of the 'Bold Street/ Duke Street 
Action Plan' in 1990 through to the publication of the Bold Street/ Duke Street Integrated 
Action Plan (IAP) in 1997 (which succeeded this in becoming a guide for development activity 
in the area), redevelopment plans for the Ropewalks met with endless problems. Gilmore 
characterises the period as "a history of repeated attempts to initiate regeneration by public- 
private partnerships that failed to reach the stage of implementation" (2004b: 114). In March 
1990 Liverpool City Council sold its corporate estate in the Ropewalks area (consisting of 309 
properties) to London developers Charterhouse Estates, who had agreed to develop the area as 
a creative industries quarter in partnership with the city council (Green, 1996; Gilmore, 
2004b; Evans, 1996; Couch, 2003; Meegan, 2003). Progress to implement the plans was limited, 
however, and finally stalled in 1991 when the property recession claimed Charterhouse and 
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the firm went into liquidation. Not only did this leave the local community frustrated and 
disillusioned, but the resulting majority landholders who bought the stock, Frensons, made 
little attempt to redevelop the area, "leaving buildings to decline, amidst reports of money 
laundering and illegal property trading" (Gilmore, 2004b: 114), as knowledge of precisely who 
owned what land became increasingly obscured. 
The turbulent nature of the planning terrain surrounding the Ropewalks area of Liverpool and 
the ad-hoc and belated emergence of particular initiatives and strategies aimed at revitalising 
the area had important implication for the development of the FACT building project, as the 
next section will explore. 
(4.4) Strategy. Vision and the Utopian in `Forward' Urban Planning 
The case of Liverpool, the urban planning terrain in which FACT materialised was not enacted 
in such a definitive way. The ad-hoc and belated emergence of cultural planning in the city, 
combined with the economically and politically turbulent climate in which it was launched, 
meant that these strategies were rolled out in a much more tentative and prospective manner. 
For example, Liverpool City Council's 1990 'Bold Street/ Duke Street Action Plan' set out what 
appeared to be a fairly confident strategy for this area of the city. It made statements such as 
"encouragement must be given to existing activities in the area" (Hayes, 1990: 7); "the area 
must be perceived as accessible, attractive and safe by day and night" (Ibid: 9, my emphasis) 
and, that "appropriate indigenous activities will be encouraged to develop and expand" (Ibid). 
The plan then made policy recommendations for how these necessary changes were to be 
realised in the near future. As Gilmore argues, the document aimed to position the area as "a 
flagship development in the Council's cultural policy-led regeneration strategy" (Ibid: 113). It 
seems, however, that not all Liverpool's planners perceived themselves to be acting in a 
prescriptive manner in the sense that they were not in a position to actually bring about the 
plan's agenda. As Parkinson wrote at the time, despite in theory having a vision for the area, 
Liverpool City Council was not "necessarily ... able to mobilise the financial, administrative and 
human resources to implement it" (Parkinson, 1990: 253). This is clearly illustrated by the 
account given by city planner Andrew Green, who, in an article charting the cultural planning 
situation at the time, recalls that because public resources were so scarce at this time, 
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Liverpool's planners did not have overarching powers to shape the future of the city, but could 
merely aim to achieve action "by creating a vision and getting enough people to buy into it 
and make it a reality" which was "not a one-off event" but "an ongoing process" (1996: 115). 
The Action Plan thus reveals a performative dimension and, seen this way, it marked not a 
closing down of the Ropewalks future, but rather an opening up and arraying of new potential 
futures through the enlistment of other actors in actualising the plan. The Action Plan aimed, 
beyond its textual content, to spark an aura of optimism and hope, yet can be seen as working 
in a somewhat prospective sense. In contrast to the prevalent normative model of urban 
planning that, as Gunder and Hillier insist, entails the "imposition of a specific utopian spatial 
`good'" (2007: 470) upon the city in question, Andrew Green maintains of the Action Plan that 
"there was no prescriptive model for achieving a desired end product and, if I can misquote 
Oscar Wilde, everything was predictable except the future" (Ibid). Liverpool city council's 
collective lack of experience of cultural planning meant that "the Action Plan thus worked 
more as a `taking stock', as "in 1990 we acknowledged the dilemma, but did not have a solution 
to it, other than a belief ... that 
`something needed to be done' to strengthen the sector" (1996: 
115-6). 
What are the implications of this for how we might read the emergence of FACT? I want to 
argue that because this event did not constitute a pre-determined, prescriptive outcome of 
urban planning, the FACT cannot read as a `planned' space in the sense that geographers take 
this. The notion of 'prospecting' suggests a more tentative and experimental way of 
proceeding. To interpret FACT as planned rather than prospected is, I want to now argue, to 
make the mistake, in the words of Elizabeth Grosz, of seeing FACT, at this point in time, as 
"an abstract possibility that merely requires a mode of realisation" (2001: 136). It is to mistake 
"a possibility for a virtuality, a preformed structure for a dynamically and organically 
developing one" (Ibid). In doing so, it is to miss or close off the possible worlds that FACT 
might have opened up as it emerged as an architectural space in Liverpool's inner-city 
landscape. 
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(43) Rethinking Liverpool's Urban Planning Terrain as 'Prospective' 
Eddie Berg also notes this relative lack of strategy and vision within Liverpool City Council's 
`Bold Street/ Duke Street Action Plan': 
The fact is that... in a sense the absence of strategy was what made FACT, right? If there 
had been some overarching plan for the city, so 'we need this, we need that', FACT 
wouldn't have fitted into any of those things, it just wouldn't ... I think in a sense the 
absence of a cultural strategy, the uncertainty... [was what made FACT] (Interview 
transcript, page 21). 
In this quote Berg describes his understanding of the cultural planning milieu in which he was 
acting as being not prescriptive and normative but rather prospective and performative. He 
also reveals his understanding of his own role as, 
... working with those opportunities as they emerged, and then getting 
into a position to 
make some opportunities, rather than simply responding to other kinds of contexts, 
again making the organisation something that created agendas rather than responded to 
agendas (transcript page 3). 
This quote exemplifies Berg's notion of futurity. Rather than embodying the 'visionary' here, 
that is one who might imagine and pursue a predetermined, clear architectural ideal of a yet- 
to-be-built FACT building, Berg recalls that he worked with situations and possibilities "as 
they emerged", acting in the 'here and now' and envisaging the immediate present as his 
springboard and horizon for action, and the present moment as that in which a latent potential 
inhered to effect change and becoming, as a departure towards something better. In this sense 
Berg can be deemed a pragmatist: that is, one who "concentrates on practicalities and facts, 
rather than theory or ideals" (Oxford Concise English Dictionary). In addition, Berg's aims of 
"getting into a position to make some opportunities" and "making the organisation something 
that created agendas", shows him to be an opportunist, as someone "exploiting circumstances 
or opportunities to gain immediate advantage, rather than following a predetermined plan" 
(Ibid). Berg's disposition thus suggests a notion of futurity that was attuned to a future that was 
open and virtual, rather than the pre-determined and possible. Whereas the visionary urban 
planner is deemed to look to the future through a utopian lens, as a 'no-place' or 'good-place' 
separate to the present, the pragmatist and opportunist enact a utopic sensibility that is attuned 
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to an "openness of becoming that enables divergence from what exists" (Grosz, 2001: 142), and 
which is concerned with "grabbing... everyday moments of hope and running with them" 
(Gunder and Hillier, 2007: 482). 
To revisit Berg's quote discussed in the first part of this chapter, he also articulates his initial 
ideas about translating Moviola into a building in relation to the immediate, lived stresses and 
strains he was experiencing at that time as a result of the day-to-day `intensity' of running 
Moviola, such as tiredness, overwork, and paucity of financial income. It was also a reflection 
of a need to pause to consider the `where to' of Moviola as Berg "lost sight of where it was all 
leading to". Berg felt a need to rationalize and give consistency to the burgeoning fields of 
activity in which Moviola was becoming involved, as the organisation rapidly built up an 
international reputation in a context in which moving image and new media art was becoming 
"absorbed into the mainstream" and hence requiring new modes of presentation to the public. 
In other words, the notion of translating Moviola into a building surfaces in Berg's thoughts as 
a potential practical step to mitigate physical and emotional feelings of being overwhelmed by 
his present situation, "a productive movement towards something better than is immanent to 
everyday life" (Gunder and Hillier, Ibid: 479), a desire to alleviate these pressures for his own 
sake and the sake of the organisation's future, and to sustain Moviola's cutting-edge position 
within the arts world, which was moving onto an era of building to house the increasing 
volume of moving image and new media artwork entering the mainstream. The FACT 
building did not figure at this point as a structure awaiting construction, but as one of many 
virtualities that may have unfolded in the future, as a modest bundle of hopes towards 
something 'better'. Conceptualising a building was less about "the attainment or focus on a 
specific end and more a general and developing flow or trajectory of hope" (Ibid). The 
potential building existed as a collection of further questions to be posed rather than solutions 
to Berg and Moviola's current state of affairs. 
Having begun to attend to the prospecting of a FACT building, Berg then began to channel 
these emerging ideas through the exploration of potential ways of unfolding this project in the 
'here and now'. He recalled: 
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[I] did a bit of work that.. . went on 
for about 9 months.. . which was 
basically - it was a 
pre-feasibility - it was basically saying 'is this possible, where can this go? ', and this is a 
very different Liverpool moment of course, this was when Liverpool is, doesn't feel like 
it's ever gonna get it's Renaissance, the city still feels like it's going down rather than 
up, you know? 
This quote articulates an oscillation between a defined notion of the future of Moviola, (a new 
structure whose very existence is implied by the term pre-feasibility), and tentative steps 
within the present moment (ways of exploring 'is this possible'? and 'where can this go? '). It 
shows how his increasingly visionary ambitions are tempered by their circulating within a 
patchwork of affectual resonances afoot in the city at the time, a city that "still feels like it's 
going down rather than up", made manifest through a lack of certainty surrounding how to 
effect cultural planning in the Ropewalks, a lack of resources or means to implement change 
and a residual scepticism towards the very concept of cultural planning and regeneration 
(Jones and Wilks-Heeg, 2004), Berg hence characterises the mid 1990s as a period of, 
Lots of meetings, lots of discussions about possible ways forward, you know? Lots of 
development of the idea, but no real progress" (transcript page 8). 
The mid 1990s, however, saw changing attitudes towards cultural planning amongst 
Liverpool's city leaders, a change provoked by the work of external actors, and which brought 
major implications for the stagnating plans for the Ropewalks. Firstly, then little-known local 
company Urban Splash redeveloped `Concert Square' in the Ropewalks. Now a major player in 
urban property development and regeneration, Urban Splash created a mixed-use space 
incorporating bars, workspace and living accommodation above. This mixed-use approach to 
urban regeneration was "novel and virtually untested in British cities at the time" (Couch, 
2003: 173), and the venture "turned out to be a groundbreaking development" (Ibid). The 
company had undertaken a high-risk and difficult project "in a marginal location surrounded 
by dereliction. Being the first significant developer in the area required an act of faith and a 
belief that the concept of a 'creative quarter' was more than just hype" (ibid). Secondly, in 
1993 Liverpool was designated an `Objective One' area for EU funding. These two events 
opened up a new horizon of potential for moving the stalling becoming-infrastructural of the 
FACT building forward. Thirdly, in 1997 the Liberal Democrats were elected to the city 
council and began a more concerted attempt to initiate culture-led regeneration in Liverpool 
city centre. Whilst this might in a more politico-economic orientated account be taken as the 
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start point of the FACT building's emergence, I instead want to stress that this came towards 
the end of a much more prolonged stretch of becoming-infrastructural. 
(4.6) The Final Stages of Prospecting FACT: 1997 to 2003 
The awarding of Objective One status kick-started the languishing plans for the Ropewalks 
area of Liverpool city centre that had first been proposed in the city council's 1990 Bold Street/ 
Duke Action Plan, but that had never really got off the ground. A series of public consultation 
exercises took place that culminated in the publication of the 1997 "Bold Street/ Duke Street 
Integrated Action Plan" (IAP), commissioned by the new Liberal Democrat city council with 
urban regeneration company English Partnerships. The Integrated Action Plan redoubled 
efforts to initiate the ideas "that had first been proposed at the time of the Charterhouse 
initiative eight years earlier" and emphasised "the development of creative industries, culture 
and the night-time economy" within the area (Couch, 2003: 173). It included a 'Developments 
Package' as one of its three strategic themes (the others being a `business support and training' 
package, and a `public realm package'), which concerned mixed infrastructural development in 
the area. It listed the funds made available to pursue this development, including £7.32 million 
from the European Regional Development Fund (EDRF), £11.359 million from National 
Lottery funds, and £9.582 million from English Partnerships (LAP, 1997: no page number), to 
be spent in the area before 2001. A Ropewalks Partnership was created to deliver the plan, 
consisting of representatives from English Partnerships, the public and private sectors, 
Liverpool City Council, the voluntary sector and local community (see Couch and 
Dennemann, 2000, for further details), and the area was officially renamed `the Ropewalks', 
reflecting its former uses, through local competition (Gilmore, 2004). 
The announcement of these plans for the Ropewalks coincided with the Arts Council 
introducing changes to the way in which they allocated National Lottery funding for building 
projects, making the process much more affordable by bringing in a new, pre-feasibility stage 
on the basis of which funding decisions could be made. Berg recalled, 
I mean literally they were like within days of one another there was an announcement 
from the Lottery, so immediately when, as soon as the Lottery went like that all the 
people who'd been sitting round with me, various funding bodies basically went, well 
let's just bid into this and see what happens" (transcript page 9). 
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Berg's decision to `just bid into this and see what happens' marks an important episode in the 
becoming-infrastructural of FACT. The changing of these circumstances marks the start of a 
transitional moment in which Berg entered into a more definitive pulling together of the 
building. 
In the 1997 Integrated Action Plan, the eventual site of FACT - 88 Wood Street - is explicitly 
mentioned, where, it is stated, "a major opportunity has emerged as a result of the relocation 
of Gold Crown Foods from their factory premises in Wood Street to a new location" (IAP, no 
page number). More specifically, it shows Berg's aforementioned bid to have been successful: 
the document states "a major new exhibition centre for moving images, arts, a new cinema 
complex and research and development facilities is also proposed" (Ibid). 
Then in 1999, Berg recalls, the process began to move much more rapidly, as the Ropewalks 
Partnership made FACT a priority, and the project entered its final stages. In January, 
architects were invited to tender for the project, a shortlist was drawn up and local firm 
Austin-Smith: Lord was appointed. The site, next to Urban Splash's Tea Factory, was finalised 
and an agreement identified in principle with its owners. City screen were secured as project 
partners for the cinema that was to be housed on the third floor of the final FACT building 
(the city was, at the time, lacking in a city centre cinema) and they agreed a capital investment 
for the project. In October, the Arts Lottery fund finally awarded the project £4 million, 
(although a further £10 million was yet to be secured from the European Regional 
Development Fund (EDRF) and other places). Berg recalled, "that was where the building 
really became a real thing, it's the moment where the organisation changed, from being an 
agency" (interview transcript, page 10). Everything culminated on Christmas Eve, 1999. 
Picture this. It's Christmas Eve 1999. Nine members of the FACT Board of Trustees 
are sitting in a small meeting room with me and other senior staff from FACT. We're 
joined by our lawyer. She places a document the size of five New York telephone 
directories on the table in front of us. She tells us that we need to go through it page- 
by-page, that we must fully understand the contents of the document and that we 
must sign it by the end of the day. Or the deal's off (Tenantspin handbook). 
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European funding regulations dictated that the contract agreed in principle with the company 
who were building the FACT centre had to be signed by both parties by December 31st 1999. 
These were non-negotiable rules, as "failure to comply would have meant us losing the 
European Funding. As every other bit of funding was conditional on the EU investment this 
was shaping up to be a house of cards" (Tenantspin handbook, no page number). As Berg 
explained further in our interview, the money had to come within the first round of ERDF 
funding, between 1994 and 1999. If the contract had been signed in 2000 the project would 
have become ineligible for the funding. After hours of going over the legal paperwork with 
the lawyer, the contracts were duly signed. The meeting finished at 5.30 on Christmas Eve. 
Berg recalled "I felt a bit deflated as we all went our separate ways. Like the moment that 
everyone goes home after a great party and you're left with all the mess to clean up" (Tenantspin 
handbook, no page number). 
Everything was now in place for the build project to get underway. In July 2000, the old garage 
and former Gold Crown Foods site in Wood Street were demolished, and later that year work on 
the building got underway. In 2003, the centre opened to the public, and Liverpool was 
announced as the 2008 European Capital of Culture. The Ropewalks regeneration also, during this 
time, got going in a major way. In 1999, England's first Urban Regeneration Company, Liverpool 
Vision, was created by central government, by English Partnerships, the North-West 
Development Agency, and Liverpool City Council (Couch, 2003: 183), and took control over the 
redevelopment of the city centre, including the Ropewalks area, and continues to oversee this 
process to the present day. 
(4.7) Chapter Conclusion 
This chapter has been concerned with identifying and analysing the different events by which the 
FACT building came to assume its physical presence in the Liverpool landscape. I have proposed 
that FACT's period of becoming-infrastructural began in 1988, when a local man named Eddie 
Berg set up an arts agency called Moviola, and conceived of and directed Liverpool's first festival 
of video art, 'Video Positive just one year later: and not with the beginning of the physical 
construction of the FACT building in 2000. In understanding FACT's emergence to have been 
much more expansive than its simple, discrete physical construction, and in looking back into the 
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building's 'pre-history', I have argued that this enrolled a set of intangible (yet potent) energies, 
aspirations and attitudes that were just as important in pulling the building together and imbuing 
it with a certain disposition or atmosphere as the more official planning and design processes 
surrounding the building, and demonstrated this by tracing out the 'expression', 'qualification' and 
'sedimentation' of a particular attitude named by Berg as 'Scouse Contemporary', which he 
described as characterising the Moviola/ FACT project. This was borne of Liverpool's edgy, 
experimental and avant-garde cultural and artistic social milieu, but also developed this in new 
directions, becoming strengthened and propagated through more formal activities established by 
Moviola in the years after the first Video Positive festival, namely their technical and equipment 
service for artists called 'MITES', and their Collaborations Programme. Then, they can be thought 
of as having fed into the mood or sensibility of the FACT building. In attending to the 'style' of 
FACT as something more akin to sensibility or manner, rather than as describing architectural 
design, this first portion of the chapter therefore develops an alternative way of thinking about 
architectural form that is attuned to affect and ambience as well as structure, texture, material and 
so on. 
The discussion then moved to locate these `energies' comprising the 'Scouse Contemporary' 
within the city's turbulent urban planning context, by focussing on the feelings of Eddie Berg as 
he sought to negotiate this terrain and push the FACT building towards its realisation. In doing so, 
I made the argument that the term 'planning' places an emphasis upon the closing down of future 
possibilities. In the case of Liverpool, however, I argued that the city council's belated turn to 
cultural planning (only after 1997), as well as its ad-hoc application of this, meant that such a 
definitive story about planning was not appropriate in the case of FACT. Because of this I instead 
proposed the term 'prospecting' to understand the emergence of the FACT building, defining this 
term as capturing a more tentative and uneven way of looking to the future, and one that 
ultimately, because of its inherent uncertainty, works to open up potential of the future rather 
than close this down. Finally, I argued that this was important in the context of thinking about 
'planned' urban buildings because it suggests such spaces might not reflect the 'homogenisation' of 
urban culture, or as end-products of the urban planning process. Thinking about the event of 
prospecting FACT as an opening up of possibilities rather than a 'closing down' of urban futures 
envisages architecture not as a discipline that produces answers or solutions, but which poses 
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questions about new ways of living in, interacting, experiencing and sensing the everyday city. As 
Elizabeth Grosz argues, 
Architecture, along with life itself, moves alongside of - is the ongoing process of 
negotiating - habitable spaces. Architecture is a set of highly provisional "solutions" to 
the question of how to live and inhabit space with others.. .a spatial questioning that 
subjects itself, as all questions and solutions do, to the movements of time and becoming 
(2001: 148). 
Furthermore, she contends, "the task for architecture ... is not to settle on utopias, models, 
concrete ideals, but instead to embark upon the process of endless questioning" (Grosz, 2001: 
150). How this questioning is effected through FACT's architectural materiality, as a 
manifestation of the Scouse Contemporary attitude identified and described above, and in the 
construction of other possible worlds, is the central question explored in the next chapter. 
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5. 'ARCHITECTING' THE FOUNDATION FOR ART AND CREATIVE 
TECHNOLOGY (FACT BUILDING), LIVERPOOL 
(5.0) Chapter Introduction 
The previous chapter discussed the prospecting of the FACT building, and developed an event- 
space orientated reading of the building's physical emergence in the Ropewalks area of 
Liverpool. This entailed exploring how, rather than simply constituting the `material' outcome 
of a definite urban cultural planning initiative, and being created during its moment of 
physical construction, the FACT building's becoming-infrastructural was a far more prolonged 
process. I argued that this in fact involved the expression, qualification and sedimentation of a 
host of affectual resonances that imbued the building with a particular style, the Scouse 
Contemporary', and in doing so fostered an affectual economy permeating the space. This 
affectual economy, in turn, has important implications within the emergence of FACT 
understood as the opening up of many possible worlds, in terms of inflecting the kinds of 
experiences and encounters taking place between body and building that give shape to and 
enact these worlds. Again, such a reading focused upon encounters between the intangible/ 
affectual, fleeting/ ephemeral, and the material as constituting the architectural event-space. 
In this chapter I will therefore explore the FACT building itself as an event-space by attending 
to the space in the here-and-now (flows within the building). I will begin by arguing that 
architectural form is typically understood representationally, that is, to embody or represent 
particular ideals or meanings as posited by the analyst, architect, city planner and so on. Such a 
conceptualisation of architecture underpins semiotics-orientated interpretations of 
architectural form. As the `science of signs' and their interpretation (Leach, 1997), semiology 
envisages the individual building representationally. that is, as embodying a series of deeply 
embedded messages and meanings that can be revealed through reflective analysis. 
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A semiological understanding of the FACT building is shown to underpin the various claims 
and expectations expressed in promotional documents announcing the opening of the 
building. These documents describe FACT's exterior facade as embodying and communicating 
'progress', `confidence' and 'ambition'. Interestingly, these qualities echo the affective 
resonances that I argued to characterise the Scouse Contemporary, and which I asserted 
permeate, animate, and in part constitute, the FACT building. In the case of promotional 
discourses, however, `progress', `confidence' and 'ambition' are conceptualised statically - as 
stylistic properties embedded in FACT's physical structure, rather than as working as 
dispositions or ways of going-on that do something to and in the space. In other words, 
whereas a semiotic approach to architecture sees the FACT building representationally: as 
manifesting and meaning 'the new', the event-based account I will develop here thinks in 
terms of how the building catalyses experiential newness. 
In order to develop this, the discussion draws upon the Deleuzian theorizations of Brian 
Massumi (1998), who therein conceptualises the individual building as an `asignifying sign'. 
According to Massumi, architectural form is argued to be unresembling. that is, there exists a 
jump or dislocation between any intended architectural sign-system and the perceptual effects 
that it affords to the individuals passing through or past it. In incessantly affording such jumps 
or dislocations between its physical forms and its everyday practice, the FACT building can 
thus be seen not so much as representing `the new, but rather as catalysing newness, by 
multiplying "experiential potential" (Ibid: 20). The discussion then demonstrates how this 
newness might be captured and documented by providing an alternative, event-orientated 
reading of my personal journey to and through the FACT building. 
The discussion is organised as a walk through the FACT building, beginning with an event- 
based reading of its exterior facade and approach, before moving inside to take in the foyer and 
reception area, and 'Media Lounge'. As well as seeking to think architecture through the 
event, the following sections also present a series of attempts to methodologically define and 
document 'the event', by evoking FACT as immersive sensorium, as heightened consciousness, 
and as multiple time-space rhythms. The point here is not to suggest that this particular 
empirical story provides a definitive account of FACT's architecture: in proposing this reading 
I acknowledge the experimental and, in some senses speculative, approach of what follows. 
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What I want to emphasise, however, is that through becoming attuned to the eventfulness of 
the FACT building, we might, as geographers and social scientists become aware of the 
possibility of architecture, including so-called `planned' cultural buildings, to cultivate new 
ways of living, through the encounters, experiences and events they foster. This is an 
important step towards developing more attuned ways of getting to grip with the major 
changes currently affecting our cities, and to think about how we might engage with these in 
positive ways. The discussion now opens by offering an introduction to the FACT building, 
beginning in this way in order to assert the architectural - the building itself - in the account 
that follows. 
(5.1) The FACT Building: A Brief Introduction 
Liverpool's Foundation for Art and Creative Technology (FACT) opened its doors to the public 
on February 2211d 2003, following three years of building. FACT is located on Wood Street 
within the Ropewalks area of the city. The Tea Factory building that adjoins FACT, (which 
dates back to the early 1900s and was, once, the home of Mantunna Tea, owned by Gold 
Crown Foods), was redeveloped over a similar time period by Urban Splash 
(www. urbansplash. co. uk), following their earlier work on Concert Square as detailed in 
Chapter Four. In what was to become their trademark technique, the company transformed 
the Tea Factory into a multipurpose space incorporating a restaurant, bar and music venue, 
thirty luxury flats, three floors of office space for creative industries (including, today, the 
regional north-west office of RIBA - the Royal Institute of British Architects), as well as retail 
units (see www. icliverpool. icnetwork. co. uk for press coverage of the opening of FACT and the 
Tea Factory; also see Couch, 2003). Other modem residential apartments, shop units and 
offices were also built in the immediate vicinity of the FACT building in 2004 (see figure 5.1) 
including the NHS offices at Arthouse Square, which lie opposite to the rear entrance to FACT 
(not shown). 
The main north facade of the FACT building (see figure 5.2) faces out onto the back of a 
terrace of redbrick shop units lining neighbouring Bold Street, the Ropewalks' busiest 
shopping street and main thoroughfare. The adjoining curved north-east face and front 
entrance of FACT looks out over a small, newly built pedestrianised square, running between 
and connecting Wood Street with Bold Street. The facade is a striking sight. Through its 
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brutal, sculptural form and unusual use of materials, the building makes a dramatic aesthetic 
rupture with the older buildings in the vicinity. Forming a monolithic, singular, continuous 
surface, the six-storey surface is almost entirely clad with huge (600mm square) zinc tiles. On 
the curved north-east face sits a vast rectangular sheet of darkened glass that, by day, displays 
in big white capital letters: 'FACT. Cinemas. Galleries. Bar and Cafe'. At night, lit up from 
within, the window reveals and frames the cinemas, bar area and staircase that occupy the 
centre's second and third floors. Aside from this nocturnal illumination, however, the 
building's dull metallic wrapping gives very little away to the street, and the building appears 
closed and fortress-like. Other small, rectangular panes of the same murky glass are orientated 
in columns or rows running up and down, and along, the building's skin. Underneath the giant 
window sits the main entrance; a big, red, cylindrical pod set amid a curved piece of the same 
shadowy glass. The facade design is deliberately evocative of a giant computer screen 
surrounded by pixels and, furthering the technological theme, the incorporation of narrow, 
vertical columns of light created by coloured LED strips (visible only at night) makes a 
reference to the traditional striped television test pattern. Together, these features flag up 
FACT's organisational experience and expertise in commissioning and displaying digital, 
moving image and new media artwork. 
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Figure (5.1): Approaching main FACT Facade, overlooking junction of Wood Street and 
Colquitt Street, neighbouring apartments, and Bold Street Produce Market, 
from Bold Street (June 2006). 
/ 
The surrounding Ropewalks area is characterized by weathered, red brickwork from 
which its original buildings are constructed. Many of these buildings date from the 19th 
century when they were used as residences, or warehouses supplying the city's shipping 
industry. The area's characteristically straight, long, narrow streets reflect its former role 
in binding rope, from which it takes its modern name. 
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Figure (5.2): FACT Facade, with adjacent Tea Factory building behind, and backs of red- brick 
shops of Bold Street opposite, from Wood Street (June 2006). 
The Ropewalks had previously suffered from high unemployment and low residential levels, 
crime, and an outflow of local businesses, and it is therefore unsurprising that the area has also 
been the target of more regeneration plans than any other area of Liverpool, reaching back to 
1990 (Gilmore, 2004b). Following the publication by the City Council of the Ropewalks 
Integrated Action Plan in 1997, and the creation of the Ropewalks Partnership to oversee the 
implementation of this, the first phase of the area's transformation, including the construction 
of the FACT building, finally took place between 1997 and 2001 (guided by the 1997 
Ropewalks Integrated Action Plan), and from this point onwards the area's fortunes began to 
improve. 
Today, several of the Ropewalks streets, such the area's main thoroughfare Bold Street, once 
known as the `Bond street of the north', are lined with busy, mainly independent, shops, cafes 
and bars, as well as art galleries and studios including Open Eye (a photographic gallery), Static 
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and 52 Roscoe Street (both artists' studios). Following renewed regeneration efforts, the 
central part of the Ropewalks has been neatened up. Here and there, newer apartments and 
offices, and chain bars with pools of aluminium seating set in newly landscaped squares, have 
been slotted into gaps or built upon obsolete plots of land (as was FACT itself), so that the 
overall impression is of a patchwork of old and new. In contrast, the more peripheral zones of 
the Ropewalks including Seel Street and Slater Street are dilapidated, graffitied and fly-posted, 
with vegetation growing in between the brickwork; tile-less and skeletal roofs, and boarded- 
up or bolted windows and doors (see figure 5.3). 
Figure (5.3): Disused buildings and boarded-up shops on Slater Street, Ropewalks. Building in 
foreground was temporarily occupied as an artists' studio, during the 2006 
Biennial arts festival (June 2006). 
Source: author s photograph 
How, then, might the appearance of FACT's striking, incongruous architectural form be 
apprehended? In the next section I will examine how media-orientated accounts of this read 
the FACT building semiologically: that is to say, they interpreted its facade as representing or 
symbolising a set of ideologies and ideals surrounding Liverpool's (then nascent) urban 
renaissance. 
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(5.2) Reading FACT Semiologically: Architecture as'Signifying Sign' 
The new FACT building's appearance and form became the focal point for local promotional 
and media-orientated literatures announcing the centre's immanent opening to the public. A 
press release circulated by the North-West Arts Board on November 15th 2001, quotes FACT's 
founder and then director Eddie Berg as stating, 
The FACT centre represents and reflects Liverpool's renewed ambitions, aspirations 
and confidence as well as providing a further boost to the 2008 Capital of Culture 
bid... it's a project that I think will help define the cultural aspirations of Liverpool in 
the first decade of the new century (North-West Arts Board, 2001). 
In the same document, the then Chief Executive of the North-West Arts Board, Sue Harrison, 
proclaims FACT as a new and iconic signature building for Liverpool, stating, "FACrs cultural 
centre will be amongst the first new cultural buildings of the 21st century and is sure to be a 
national contemporary landmark building in the region" (Ibid). Another press release produced by 
FACT architects Austin-Smith-Lord states that for Liverpool, the new building would "form a key 
aspect of its cultural and economic renaissance, one with a major claim on international attention" 
(undated press release, accessed online at www. austinsmithlord. com. 
This is hardly surprising: after all, press releases are written with the specific purpose of grabbing 
the attention of local and national media, in order to generate wider public interest in a particular 
story or issue. It is not unexpected, then, to note the above documents' use of celebratory language 
and snappy sound bites in describing FACT, particularly as Berg, the Northwest Arts Board and 
Austin-Smith-Lord all had a vested interest in the FACT building being successful on its opening. 
Whilst the documents themselves might be dismissed as fairly insubstantial in terms of content, 
they also, however, formed the basis for moulding wider public knowledges and understandings 
of FACT, by constructing a particular narrative around the building, and for this reason merit 
further attention. In particular, they can be understood as mobilising a semiological reading of 
architecture. As the science of signs, semiology offers architectural interpretation a method by 
which buildings can be read or decoded, and as such reveals the underlying systems of meaning in 
which they are embedded and to which they give physical form. Adding a linguistic analogy to 
the study of buildings, a semiotic approach to architecture envisages the individual building as "a 
signifier which has as its object an ideology, concept, or social relation" (Goss, 1988: 397), and the 
approach thus offers a way of capturing the "full semantic potential of architecture" (Leach, 1997: 
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164), that is, the range of meanings and messages that it conveys to individuals and groups and 
general populations moving past, through, or within it as, above all, semiology envisages 
architectural form as a mode of mass communication. Whilst this does make an allowance for 
accidental differences of interpretation, the emphasis of this approach is nevertheless on the 
conveying of overarching messages and concepts to a large number of people. 
The promotional discourses surrounding FACT, outlined above, can be seen to mobilise a 
semiological understanding of architecture. They suggest that FACT embodies and conveys 
`aspiration', `confidence', `optimism' and 'progress'. These qualities echo the affective 
resonances that I previously argued (in Chapter Four) to characterise the Scouse 
Contemporary style housed and fostered by the FACT building. In the case of the promotional 
discourses listed above, these properties are in fact rendered as fixed attributes embedded in 
the physical design and structure of FACT, as opposed to (as I have asserted them to 
be) 
dispositions or attitudes that permeate, animate, and in this way constitute, the FACT 
building. This raises the question of what is meant by architectural `style'. In relation to 
semiotics and other representational approaches to architecture this is interpreted in terms of 
design, however from an event-orientated perspective developed here, style becomes instead a 
mood that was fostered prior to FACT's construction and that continues to 
be added to and 
extended on a momentary basis. A semiological analysis of FACT, as it now stands, cannot 
fully capture the building's eventfulness or tendency to un-form as its materiality is 
continually remade through encounters that it engenders with visitors moving through the 
space. Instead it assumes the building's form to generate relatively coherent messages - or 
messages that can be selectively seized upon - for specific, promotional agendas, rather than 
apprehending the building as a catalyst for generating an array of sensations and perceptions 
that are too numerous to be fully understood, known, or summed up. 
Furthermore, the semiological approach to FACT conveyed in these promotional documents, 
cites the FACT building as physically representing the new and novel: a cultural building 'for 
the 2111 century' and the 'digital age'. Through the facade's appearance and its materials: its 
giant pixels, television test pattern, and video screen, as well as the technological, 
futuristic 
and progressive ethos that these symbolise, `the new' is understood again, as a quality 
fixed 
within and expressed by the building's structure and aesthetics. In one sense this might 
be 
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said to be true: FACT is in fact the first purpose-built arts centre to be constructed in Liverpool 
since the completion of the Philharmonic Hall in 1939 (Jones and Wilks-Heeg, 2004), and its 
architectural form stands in radical contrast to any of the city's existing major cultural 
institutions such as the Walker Art Gallery, art deco Philharmonic Hall, or Tate Gallery in the 
Albert Docks, which are housed in historical buildings. In envisaging FACT as signifying the 
`new', this interpretive approach in fact closes off the possibility for thinking about how the 
building might afford newness how it might be open to new happenings and afford new 
experiences and events. 
This can be explained further by drawing upon the work of Umberto Eco, a semiotician as well 
as a novelist, philosopher and literary critic, who has written extensively on architectural 
semiotics. Whilst Eco advocates semiotics as a technique for interpreting buildings, 
he also 
wams that `the new' is one concept that buildings cannot truly hope to represent. 
This is 
because, he argues, in order to be communicative - to work as a form of mass communication 
as semiotics proposes architecture to do - buildings must be built according to already 
established, agreed-upon `codes' and systems of meaning (Eco, 1986). They can never 
be 
utterly, radically unprecedented because they are tethered to a set of 
functional and financial 
objectives, and relationally, have to be intelligible to the general populous. 
Seen this way, in 
assuming its unconventional, statuesque form, and making use of 
futuristic materials and 
references to technology, FACT is not embodying the new but merely codifying 
"already 
worked-out solutions" and "standardized message? (Ibid: 194, emphasis in original). 
Eco's 
analysis draws attention to whether, and how, FACT might be seen as anything more 
distinct 
than yet another iteration of the recent trend for striking new cultural buildings as 
flagship 
architectural spaces within different urban regeneration contexts, each aiming to embody 
'the 
new' by providing a strong aesthetic contrast with their surroundings. 
Furthermore, semiotics envisages architectural experience as gained deliberatively, through 
conscious contemplation and reflection. This approach conceives of architectural spaces and 
their meanings on the one hand, and individuals' understandings and perceptions of these 
meanings on the other. The former is seen to be translated to the latter via a relatively neat, 
and predictable, interpretive process. Following an event-space orientated notion of 
architecture, which prioritises encounter and event, and according to which architecture is 
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produced through the continual involution of bodies and buildings, I instead want to argue 
that the FACT building does not represent 'the new' but affords newness by multiplying 
experiential potential. That is to say, the FACT building is primarily expressive/ catalysing 
rather than communicative/ representative. 
This argument is not offered as a criticism of FACT's promotional literatures (or semiotics) per 
se. It would be unfair, and all too easy, to criticise them for doing precisely what they are, after 
all, designed to do. Rather, the purpose of highlighting their semiological take on the FACT 
building is to illuminate the limitations of a representational understanding of architectural 
form and architectural knowledge/ experience. This approach cannot envisage what buildings 
might become: architecture is deemed to be known before it is encountered. In the next 
section I therefore want to flesh out an alternative, event-space orientated vocabulary for 
exploring the FACT building, drawing inspiration from the Deleuzian architectural theory of 
Brian Massomi. This will then form the building blocks or scaffolds for constructing an event- 
orientated reading of the FACT building in the remainder of the chapter. 
(5.3) Apprehending Architecture as an `Asignifying Sign' 
In an article entitled `Sensing the Virtual, Building the Insensible', Deleuzian theorist Brian 
Massumi criticises semiological analysis for reducing architectural experience to: 
... the 
banality of metaphorical 'free' association on the part of those operating 'below' 
the structural level of citation, on the local level of 'individualised' variation. The latter 
is in fact entirely pre-packaged, since all of the `individual' variations pre-exist as 
possible permutations of the general structure of signification. The variation is punctual. 
It does not emerge. It is 'realised' (conceived) at structurally spaced intervals, at 
predictable positions (1998: 19). 
Massumi's argument suggests that a semiological interpretation of architectural experience 
posits it as largely staged or predicted, something that is 'designed into' its materiality, waiting 
to be realised or carried out. Seen this way, the FACT building might have little to offer in 
terms of experiential novelty. But experiences of architecture are not merely coded and 
predetermined, and then realised. Buildings afford affective, productive encounters and 
experiences that exceed any intended codifications of meaning, and which harbour the 
potential to change the people who move past and through them, as well as the spaces 
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themselves in return. Architectural experience is neither primarily responsive nor iterative, 
but simultaneously transformative, and unpredictable. Encounters with architecture have the 
potential to spark off unexpected sensations, perceptions and intensities of feeling (whether 
wondrous, dreary or indifferent) that cannot be anticipated or explained as responses to any 
set of apriori meanings encoded within the building's material form. 
Massumi's notion of architecture as 'asignifying sign' is particularly helpful in theorising how 
architecture harbours such sensory newness. For Massumi, architecture does not so much 
embody meaning as catalyse "experiential potential" (1998: 22). This experiential potential 
exists or inheres as a virtual force or realm of potentiality: it is "an echo of the 
experimentations of the architect" (ibid), a mix of the original design 'ends' envisaged by the 
architects. By this, Massumi is not referring primarily to how initial design ideas endure in the 
sense of having "residue in static form", (ibid: 20). Rather, he means that they are carried 
forward through the daily entanglement of perceptual and sensorial apprehensions that 
punctuate the coincidental folding together or confounding of bodies, architecture, activities: 
the unfolding of the event of architecture. The architectural event involves a jump or 
dislocation between the intentional architectural sign-system and architectural experience, 
but this is not a closed channel of communication. Mobilising a Deleuzian take on the event as 
detailed in Chapter Three, architectural experience corresponds to the forces that shaped it not 
in the sense of "the actuality of the emerged" but in terms of being analogous in the 
"conditions of emergence" (Ibid: 22). This architectural event is "the process of generating the 
new from an intuitive interplay of constraints" (ibid). The way that architectural experience is 
thus apprehended therefore does not resemble or conform to the processes that yielded the 
building itself. 
The correspondence between the processes via which the building is apprehended and the 
processes that produced the building is not resembling- rather it "pertains to the conditions of 
emergence rather than the actuality of the emerged. In other words, it is processual" 
(Ibid: 22). 
It is in this sense that architectural form can be conceptualised as unresembling, opening up or 
catalysing new sensations, encounters and experiences, in which "pre-operative conventional 
sign-systems feature as constraints added to the complex mix out of whose interaction the new 
arises" (Ibid). Massumi's strand of architectural theory therefore informs a more expansive 
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account of architectural experience that is concerned with the intangible, elusive ways in 
which architectural spaces spark moments of heightened consciousness, and richly sensate 
knowledges. Seen this way, neither architectural matter, nor the individual bodies moving past 
or through it, is given priority. Just as Massumi denounces semiotics for ascribing a 
determining role over built form in the process of architectural reception, so he rejects the 
idea of architectural experience solely as the construct of the human imagination (either of the 
architect or the user of a building). For Massumi, architecture is first and foremost event- 
space. 
The remainder of the chapter now empirically explores FACT as an asignifying sign. It asks 
how, "if the end form is a sign that does not signify, then what does it do and how does it do 
it? " (Massumi, Ibid: 18). For the purposes of locating an empirical inroad to presenting the 
building thus, the following sections are concerned with describing my involvement in and 
witnessing of several episodes in the event of the FACT building. The following sections aim 
to illuminate the slippages and disjunctions between the building's intended role as a 
signifying sign, and the actuality of the experiences and affects unfolding there. The chapter is 
therefore concerned not with the representational economy of the building (how it signifies 
`the new'), but the affectual economy of the building (how it promotes experiential novelty or 
'newness'). The following discussions also constitute a series of attempts to methodologically 
define and document 'the event-space', by evoking FACT as an immersive sensorium, as a 
space of heightened consciousness, and as a bundle of multiple time-space rhythms, and 
organising these as a walk into and through the FACT building. These categories are not 
mutually exclusive and overlap one another, however in discussing them separately my 
objective is to set out ways in which the event-space might be apprehended and captured 
empirically. 
(5.4) Event-Space as 'Heightened Consciousness' 
The notion of 'heightened consciousness' offers a means of pinpointing one of the ways in 
which the event-space is made manifest or felt. Heightened consciousness in this sense refers 
to how, through moments of encounter with our architectural surroundings, we become 
temporarily intensely aware of our own bodies as well as the space in which we are located. 
These moments form the most primary episodes, whether subtle or more hard-hitting, 
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through which architecture shapes how we think about ourselves, others, and the city around 
us. I will now demonstrate this in relation to two locations outside and within the FACT 
building: its approach and external surroundings, and the foyer and `Media Lounge' 
immediately inside its main entrance. 
(a) Approaching FACT: Facade and Metroscopes 
The diagonal path leading across the square and up to the FACT building's main entrance is 
flanked by what at first appears to be a series of futuristic lampposts, consisting of 
five large, 
circular LED displays mounted on top of individual columns. These, designed in 
2003 by artist 
Clive Gillman (who also played a lead role in the FACT design team), form a piece of public art 
called the 'Metroscopes'. Whilst not strictly speaking an architectural element of FACT, they 
nonetheless play an important role in the initial aesthetic impact garnered upon approaching 
the building on foot (vehicular access is restricted in the Ropewalks, making walking the most 
usual way of reaching the building). One of the five Metroscopes represents 
Liverpool and, 
each of the others, one of Liverpool's four twin cities; Odessa, Dublin, 
Shanghai and Köln 
(Cologne). The streams of red text that flicker across each LED screen relate to these cities, and 
are generated by an internet search engine, which continually looks 
for statements beginning 
'Liverpool is... '; 'Odessa is... '; and so on. When the search engine locates such a phrase, the 
whole statement is captured, and then placed in a queue to be displayed. 
By continually renewing and modifying this live information, the Metroscopes form a 
dynamic light display in the square. A website (ww y. metroscopes. net) shows a live copy of 
the displays at any one time, for example, "Dublin is a city thriving on the fusion of culture 
and commerce", "Shanghai is on its way up, but even in its own eyes, it hasn't quite arrived", 
"Liverpool is full of animated people who are reason enough for visiting", "Cologne is a cool, 
civilized town, enjoy it" (as displayed on Monday 2°d October 2007 at 3pm). Metroscopes, 
according to its website, and information displayed on a plaque in the square, "functions 
like a 
cultural barometer, capturing and representing opinions and statements of fact about Liverpool 
and its sister cities: " (cited at www, metroscopes. net). This changeable, if somewhat banal, 
24-hour flow of 'live' information compliments FACT's architectural and aesthetic 
embodiment of `the new', by continually updating, the Metroscopes highlight FACT's position 
at the leading edge of cultural and artistic trends. 
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Figure (5.4): Metroscopes on Square Opposite FACT Building, June 2006 
.. z 
Y 
Taking an event-orientated approach to the FACT building, however, the FACT facade and 
the approach to the building (as described in section 5.1), does not simply signify meanings, 
which are then received or decoded by passers-by. The range of emotive and corporeal 
feelings produced on meeting this architectural interruption (shock, surprise, delight, 
indifference), are not internalised responses to, or registers of, the new: rather these 
encounters are productive in the sense that they do something to the individuals involved, 
fostering original imaginations and sensations and as such, being transformative and 
unpredictable. 
An individual's apprehensions of the exterior of the FACT building might amount to the most 
imperceptible of distractions: a half-glanced change in the intensity of light, or density of 
buildings, or mosaic of colours forming the environs of the square. Or, they might be more 
active. For me personally, this entailed becoming alert and animated before the constant 
streaming of electric red light across the Metroscopes, feeling claustrophobic as the 
intimidating face of the building loomed over the square, and wary and slightly disconcerted 
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by the closed and secretive aura to the building evoked by its opaque materiality: darkened 
glass and solid zinc tiles. 
In this sense, my involution in the architectural event of FACT began before I stepped inside 
the building. In this moment, I was not cognisant of the technological clues present in FACT's 
architecture, and it was only when I became more familiar with the building, after speaking to 
those involved in its construction, that I become aware of the symbolic features hinting at the 
building's technological focus. Instead, I registered a more immediate apprehension of the 
building's forms, colours and textures in the first instance, and subsequently developed an 
understanding of the various messages that the building design aimed to signify. Of course, the 
power of architecture to move or impact upon the consciousness of the passer-by or city 
inhabitant is not a novel observation. Thinking in terms of the event-space, however, refutes 
both a priority of either building or individual, as the affective potency of FACT is not 
achieved purely as a product of human consciousness, nor in the sense of the 
body becoming a 
receptive repository of architectural meaning. Instead the body 
becomes a momentary 
apprehension or stoppage of the emergent and virtual dimension of FACT's original 
design 
intentions, and in this actualisation an unstable moment is opened up through which the 
original conditions of FACT's architecting are both diverted and exceeded. 
This process 
continued as I entered into the building. The interior layout of FACT is shown 
in figure (5.5) 
below. 
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FACT HQ and Medialab 
editing suites 
Cinemas 
Bar and Gallery Two 
`The Box' - versatile space 
Gallery One 
Shop and Cafe 
Foyer and 'Media Lounge' 
interactive gallery 
Metroscopes 
Source: FACT Centre Guide, scanned image. 
(b) Heightening Space: Foyer and `Media Lounge' 
Stepping through the great, red cylinder (or `pod' as the staff referred to it) framing the main 
sliding doors, I was delivered across the threshold from the street outside into FACT's main 
foyer space. Entering FACT was a comparatively different experience to previous visits to 
more traditional and established cultural institutions (various museums and galleries), where 
the ancillary reception area, ticket and information desk are usually clearly distinct to, and set 
apart from, the rooms housing the institution's main exhibits. In contrast at FACT, the foyer 
has been architected to promote and choreograph mixing and circulation, and hence 
heightened senses and an awareness of an atmosphere of buzz and excitement, right from the 
moment of entering the building. This is done through its open-plan, mutable physical layout 
and the incorporation of various features such as artistic interventions and the Media Lounge. 
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Together, these engage and immerse the visitor from the moment of arrival. For example, the 
Media Lounge is located within the building's foyer space. Situated immediately inside FACT's 
main entrance, and facing the reception desk and box office across the vast floor surface, this 
constitutes a particular kind of gallery. It is not an enclosed `black-box' chamber like the 
building's three other exhibition rooms, but takes the form of a more open and indistinct 
comer or recess. Artist Clive Gillman, who worked on the design of the FACT building 
alongside the team of architects from Austin-Smith: Lord and FACT founder Eddie Berg, 
explained the thinking behind this space to me in an interview. 
The way we always talked about this with the architects was that we wanted it to 
be... to have the same relationship to the foyer space as a travel centre does to a 
station, so when you go into a very large station, there's a part of the forecourt or the 
interior of the station (that)... might well be. .. separated off, 
but it's often not entirely 
separate, there's a sense of the noise spilling over from the station, there's a sense that 
there has to be a relationship between the activity that's happening in the main part 
of the station and this area where you go and buy your tickets and you find out about 
your travel needs, and we wanted the media lounge to have that same 
kind of 
relationship, that it would be quite an open space, quite exposed, but would still allow 
a level of privacy so that people could engage with the thing they wanted to engage 
with and learn about it, so it wasn't intended to be a very ... private, calm, 
library 
space but more - quite a live space - but also took a lot of the 
kinds of technologies 
and the kinds of works that are likely to be showing at FACT very much out into that 
public space.. . so it 
becomes apparent as soon as you walk in (interview transcript, 
page 12). 
With only a blurred demarcation of where it ends and the rest of the foyer begins, the Media 
Lounge overlaps with the wider reception area. The design objective of this, according to 
Gillman, was to "remove the awareness of stepping into a gallery", in order 
for the space to 
'include' and `engage' as many people as possible. The physical openness of the space therefore 
allows the activity and atmosphere of the Media Lounge to spill out into the wider foyer area. 
The lack of a door, (save for a vertical, slatted wooden screen that can be wound down by staff 
to partition off the space during closing hours, or during the installation of new exhibitions), 
contrasts with the other galleries, which need to be permanently shut off from any natural 
light to preserve their 'black box' status. Through the Media Lounge, FACT's foyer challenges 
the traditional, elevated hierarchy of artworks and gallery spaces suggested by their physical 
distancing from mundane activities such as buying tickets, as the sights (and frequently 
sounds) spill over to greet you and entice you towards it. This alluring quality was made even 
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clearer during my first period of time spent observing FACT, when an exhibition called 
`Experimenta: Under the Radar'. 
(5.5) Event-Space as Multiple Time-Space Rhythms 
The notion of multiple time-space rhythms captures the excessiveness and processual nature of 
the architectural event-space: its openness to multiple new uses and the simultaneity of these 
different uses. This is explored through my experiences of visiting an exhibition within the 
galleries and Media Lounge entitled `Experimenta: Under the Radar' during summer 2006. 
(a) Orienting Space: 'Experimenta: Under the Radar' 
From 16th June to the 28th August 2006, an exhibition called 'Experimenta: Under the Radar' 
was displayed in the FACT galleries and Media Lounge. The artworks in the collection 
comprised of new media and moving image artworks by leading contemporary Australian 
artists. The pieces located in the Media Lounge were particularly interactive and lent a lively, 
noisy atmosphere to the foyer area. Each of the installations here required some degree of 
interaction from visitors in order to have an effect and, as the exhibition programme 
described, the exhibits had transformed the galleries "into an arcade of interactive fun, with an 
invitation around every comer to play, participate and explore" (cited in FACT programme 
dated 23rd June - 10th August 2006: page 4). Indeed, the highly visible and audible presence of 
Experimenta captured my attention on my first research visit to FACT. Having to walk past 
the Media Lounge to reach nearly every part of the building, and frequently witnessing the 
excitable chatter of small groups gathered around one of the exhibits, it was soon impossible to 
resist going across to have a look. 
The piece drawing crowds was by artists Steven Meiszelewicz, and Nimrod and Asaf Weis 
(collectively known as ENESS), and called 'Virsual the Rocking Horse' (see figure 5.6 below). 
Described as an `immersive installation', the full-sized, wireless interactive 'horse' was linked 
to a 3D computer game played out on a giant screen, in which riders moved through a 
simulated, fantasy environment, collecting apples and horseshoes. During several weeks spent 
further observing the gallery spaces of FACT, Virsual formed a magnet for young children 
visiting FACT with their parents, as well as for groups of school children dropping into FACT 
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during and after the school day. The electronic noises of the computer game, restless rocking 
motion of the horse and gathering of onlookers became a semi-permanent fixture in the foyer. 
Not finding the courage to have a go myself, I felt quite intrusive standing watching others, 
but awkward too when I was alone and the installations sat lifeless and expectant. 
Opposite Virsual was another artwork called Panopticon by Tan Teck Weng: a small box, 
attached to a cable, in turn resting on a plinth. In front of the bench, another large screen 
displayed a black and white photographic image of a room containing a dining table and four 
chairs. On (instinctively) reaching out to pick up the box, the table and chairs on the screen 
suddenly hopped about, slid across the room, or violently smashed into a piled-up heap against 
a wall. At this point it became clear that the screen was showing the inside of the box, and 
that it was my own actions causing the destruction taking place, having been transformed into 
a `controlling giant' (see www experimenta org/undertheradar). Panopticon stirred a deep 
unease and distaste in me, at seeing my direct role in the violence playing out on the screen 
before me. This was clearly not the uniform response, however, and the exhibit was shaken, 
bashed and played with to the extent that it became broken, and at one point had to be 
removed for repair. Using both the exhibits provoked an initial trepidation surrounding the 
notion of touching and handling artworks, as well as a conspicuousness and self-consciousness 
about actually becoming part of the installation and Media Lounge display. 
On a personal level it is therefore possible to testify to moments of heightened or sensitized 
consciousness, during episodes that seemed wholly inconsistent with the space in which I was 
standing. I was no longer able to rely on my tacit, confident knowledge of how to inhabit, 
move through, and engage with a gallery space (assuming the role of serious, contemplative 
observer). This understanding came unravelled in the Media Lounge, where I felt somewhat 
bemused and disorientated, un-acclimatised in this space that felt part market, part children's 
playground, part amusement arcade. 
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Figure (5.6): Virsual the Rocking Horse 
On one level, the Media Lounge is deliberately designed to promote such visceral and sensory 
intensities as the ones I felt, by affording diverting or captivating experiences that link back to 
FACT's aim to include and engage people. 'Participation' has become something of a buzzword 
in this respect, and as such, the open-plan Media Lounge housing Experimenta can be seen as 
choreographing certain types of visitor experience. As J-P Martinon notes, in periodically 
reconfiguring themselves to accommodate new exhibitions, and adopting an open-plan layout, 
new cultural organisations have been likened to the busy scene of the 'flea-market' (2006), 
marking a key difference to traditional museums and galleries representing the `temple' by 
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being more similar to the 'bazaar' (Hein, 2000). Furthermore, these open-plan 'marketplaces' 
of contemporary cultural venues such as FACT are said to depicting "a fractured, timeless 
present", which "lends the museum a tone of nervous energy" (Hein, Ibid: 134). At FACT, in 
contrast, the architectural mutability of the building's interior lends the space an unrelenting 
liveliness, as the galleries and foyer are seasonally reconfigured to accommodate a new 
collection of artworks. Martinon argues that whilst traditional cultural institutions have 
situated themselves in relation to some future external goal or ideal (progress, education, 
entertainment, social inclusion), the contemporary, open-plan, reconfiguring cultural 
organisation can only be concerned with its own "unfolding or exposure.. . as an event, that is, 
what takes place at every instant, at every showing" (Ibid: 159). For him, exhibitions such as 
Experimenta can only be interpreted/ experienced as "unstable and unidentifiable opening that 
is immanent to the creation and experience of these artworks" (ibid: 165). This can be seen in 
my apprehension of the Media Lounge whilst visiting 'Experimenta: Under the Radar', as the 
embodied and emotive experiences that the Media Lounge afforded me are not merely 
references of the signifying intentions of the space. Following Massumi again, they might 
be 
seen as tangible traces of the 'transitional nature' of the architecture composed of "populations 
of actual effects" (Ibid: 20), that is, microspatial productive or transformative events that 
"more 
fully implicate changeability and the potential for further emergence than the self-enclosed 
forms or ordered agglomerations of forms realising a rigid combinatory logic to produce 
citations, associations, or most ubiquitously, stock functional clues" (ibid). These experiences 
of the Media Lounge; both incorporating the exhibits of 'Under the Radar' as well as the open- 
plan nature of the space, can be seen as disorientating, stirring 'experiential newness' 
in me in 
the sense that they moved me beyond the limits of any previous experiences of 
being, and 
engaging in, exhibition spaces. In this sense my interactions with this architectural space, and 
those of others, arguably `implicate changeability'. In terms of the others I shared the space 
with, my observations were necessarily more speculative; would the children and teenagers' 
memories of riding on Virsual prove to be a formative episode in their ongoing understandings 
of what it means to visit an exhibition or gallery (or cinema), of how to behave and engage 
with such places? On the other hand, might the experience fade away to become a distant 
memory of clambering onto an arcade game at some vaguely remembered place, or sink into 
an individual's subconscious, not proving significant enough to resurface in their cognisance? 
Whatever the case, in some bodies the encounter will become wired into their bodies with the 
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latent potential to affect or steer future dispositions in similar places, evocations or designs. As 
such, one thing I want to draw from this is an acceptance of a thinking that argues that such 
affects are possible, that they do happen, and that their effects should be accommodated in the 
social scientific research we carry out within built community cultural spaces. 
(5.6) Event-Space as'Immersive Sensorium' 
In this section I want to develop the notion of event-space as `immersive sensorium'. This 
refers to the multi-sensory experiences that are sparked through embodied encounters with 
architecture, and through which we come to invest and tacitly know buildings through such 
encounters. I will explore this in relation to some artistic interventions in the foyer space of 
FACT. 
(a) Sensing Space: `Tune' 
In addition to the Media Lounge, another set of architectural features that added to the 
sensory milieu of the FACT building were a series of `artistic interventions' that 
have been 
incorporated into the foyer space. The purpose of these artistic interventions was not just to 
lend aesthetic embellishment to the space, rather to explore novel and multi-sensory ways of 
providing signage and orientation for the building's users via a set of interactive tools. 
These 
features included 'rune'. a sound installation designed by London-based artists Greyworld, 
which is integrated in various nodes in the architecture and provides different parts of 
FACT 
with their own unique 'sonic signatures'. 
The `Tune' installation formed part of a project called `Sensibilia', conceived of principally by 
Clive Gillman, and funded by an innovative scheme called 'Art for Architecture', run between 
1990 to 2004 by the Royal Society for the Encouragement of Arts, Manufacturers & Commerce 
(RSA). This "encouraged collaborative ventures between artists and architects, landscape 
architects, engineers and other design professionals" (quoted at www. theRSA. net), and 
stressed the importance of "allowing artist and architect equal status within a design team 
from the initial stages of an architectural project" (Ibid: also see Rendell, 2006). Being at odds 
with the more typical model of involving artists in the latter stages of designing public 
buildings, and on a more cursory basis, the Sensibilia scheme at FACT allowed artists Clive 
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Gillman and Greyworld to play a sustained and influential role in the architectural design of 
the building. 
The sound installation `Tune' is hardwired into the physical architecture of FACT, specifically, 
into the public areas of the building. The installation consists of a 71 minute-long `master' 
composition that is played on continual loop. At the same time, certain fixed elements of 
FACT's architecture, or furnishings, form nodes or portals through which this palette can be 
accessed. Initially, Andrew Shoben of Greyworld explained, there were around eight or nine 
separate locations for these, some of which consisted themselves of several further nodes. 
These initially included `the sounds the lift buttons make when pressed', `the sounds the doors 
make when opened', 'the security card readers', as well as the toilets, cash registers, seating in 
the bar area and cinemas, (quoted at www. grevwo rld. org. Last accessed 5/9/07). By activating 
these nodes through some kind of interaction or movement, a short window would open 
allowing a burst of the looped composition of Tune to be heard. Shoben explained to me 
during an interview: 
I wanted to create a sound installation for the building which might not mean anything 
at all, it's at a very low level in the building, so that you might not really get any sense 
of it at all maybe, the first time round, but when you come back you know exactly 
where you are- it gives you that sense of recollection, that you're back there - that's its 
signature (interview transcript, page 4). 
Greyworld's website also stresses the informational dimension to Tune: 
The palette variation assigned to each element derives from its position within the 
horizontal and vertical planes of the building. Visitors are taken on a gentle, almost 
subliminal, journey through the composition. Their experience is determined by a 
number of elements: the route they choose to take through the space, the volume of 
activity surrounding them and the time of day they make their journey (cited at 
www. grey2world. org ). 
Tune worked in conjunction with other 'artistic interventions' designed as part of the 
Sensibilia scheme, such as the Orientation Wall. This consisted of two rows of thin, suspended 
plasma screens situated opposite the reception area that provided information about the 
building including film showings and exhibition and workshop details, and displays 
live, 
changing snapshots of different parts of the building. As such, the wall again provided a series 
of interactive, navigational tools for the visitor. Furthermore, the 
design of the Orientation 
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Wall (with its rows of screens) bore a resemblance to the original Videowall that had been the 
centrepiece of Video Positive '89. In this way, the Orientation Wall provided a reminder (for 
those aware of the building's history), of the organisation's long-standing cutting-edge take on 
new Video artwork, and of its pioneering attitude in this respect. 
Tune became apparent to me on my first visit to FACT. During quieter periods in the cafe 
when the music died down, or through gaps in conversations: or within the foyer when the 
crowds thinned out and the sounds of footsteps and chatter abated, the peaceful tones of Tune 
surfaced in my awareness. An evolving electronic landscape of irregular, abstract sound, it 
evoked, variously, falling water, light refracting off a multifaceted glass surface, and a breeze 
turning some kind of a propeller or turbine. The building seemed to be gently exerting its 
presence, reminding visitors of its presence around them. This affected me by promoting a 
sense of calm and reassurance, highlighting the slower, architectural timescale moving 
forward alongside the more ephemeral activities and events the space housed, and the 
importance of these in sustaining one another. For others, as Greyworld acknowledged, there 
is a chance that the experiential resonances of Tune remained entirely subliminal. 
For many the composition will remain a subtle sound work. The main objective is to 
create a signature, a sonic 'feeling' for the building, an identity often felt 
unconsciously by its inhabitants. Much of our conceptual framework for the 
installation will be irrelevant to those who participate in its performance. Some may 
actively seek out elements of the composition whilst for others it will be a wholly 
subconscious experience yet one ultimately providing a profound recognition of place 
(cited at www. grevwo rld. ore. Last accessed 05/09/07). 
Either way, FACT's aural architecture added another layering to the foyer space as an 
'immersive sensorium' imbued with a heightened potential to afford experiential newness. 
This newness might inhere in the unexpected encounter of touching, walking past, or in some 
other way activating the building's soundscape when this was not anticipated, bringing into 
sensory focus the presence of the space around you. Or, it might be the creation of a 
momentary, heightened sense of awareness, through this encounter with the building and the 
noises and sounds generated through this, of one's body's affective capacity and potential. 
As well as having an aural signature, this multifaceted architectural space, combining the 
Media Lounge, a series of artistic interventions, and striking open-plan arrangement, 
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harboured what Massumi refers to as an experiential or perceptual 'confound', comprising of 
the complex and changing relations and interactions between flows and intensities of air and 
light, textures, forms, colours and echoes. Apprehending these through a myriad of perceptual 
events, the amount of body-building encounters that this space affords is limitless. For me 
personally, as I entered the FACT building and adjusted to the dimmer light of the open-plan 
foyer and reception area, the high ceiling made the space around me seem cavernous. Then, 
looking around, different textures and colours stood out to my eye; the bare, grey concrete 
slabs that constituted much of the foyer's walls, some roughly skimmed with white render; 
smooth, solid oak of various doors and the box office surround; and floor, a reflective expanse 
of hard, highly-polished black concrete. Together, these contributed a basic, industrial feel to 
the space, as well as a roughly-hewn, unfinished texture, an organic quality. Above the box 
office, a large section of Cor-tens steel made an overpowering intrusion, adding a splash of 
deep russet-coloured, rusted metal: the only decorative feature in the otherwise functional and 
minimal space, and a reminder of the commercial need for the space to be, perhaps 
paradoxically, both relatively'neutral' as well as striking in design. 
Alongside light and colours, various forms and shapes also caught my eye. Beyond the 
reception sat a multi-purpose room called `The Box', which can adopt a range of functions 
including cinema, workshop, seminar room, or gallery. Beyond the Media Lounge is Gallery 
One. The Box and Gallery One are windowless `black-box' chambers. Receiving no natural 
light, they are specially configured for the display of Moving Image and New Media artwork 
and artists' film and video. Initially, the FACT design team had aimed to create a strong 
contrast between the two great 3D forms of these rooms, with The Box being clad in a dark 
glass illuminated from behind, and the gallery coated with white render. On pouring the 
concrete for the Box, however, the natural colour of this was felt to give sufficient distinction, 
so that the resulting structures now loom, standing off against each other, across the central 
canyon in-between. Furthermore, the curving walls of the box office desk and exhibition 
spaces are designed "to draw visitors to the heart of the building" (quoted at 
www. austinsmithlord. com). 
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Above me, a floating, cantilevered staircase led up to the second floor galleries, toilet and bar, 
and cinemas beyond, seeming small against the sea of concrete of the vast wall which it 
climbed. The aural signature of the foyer (aside from Tune) also comes strongly to the fore. At 
times calm and quiet, an intermittent swell of voices and footsteps heard when standing here 
evokes the familiar feeling of being in any public building, where the presence of others is 
always sensed through a rolling, echoing murmur and chatter. At certain times this noise 
reaches an excitable crescendo as crowds stream noisily in and out of the cinemas, and shoes 
squeak sharply on the polished floor. Discordant electronic noise; computer game effects, spill 
over as somebody takes their turn on Virsual in the Media Lounge. During lulls in the noise, 
the sparkling, glittering sonic landscape of `Tune' surfaced in my consciousness 
Tactile senses also folded into the mix: flows of air and intensities of temperature adding to a 
sense of physical comfort or discomfort. On stepping from the street into the great, canyon- 
like space, the air becomes cool and tranquil, as the cavernous ceiling reaches up to the height 
of the fourth-floor, and the air seems to eddy softly, as if following some kind of interior 
microclimate. The vibrations of other bodies moving through and inhabiting the space are 
picked up through the solid, hard floor. Smells are less perceptible here, aside from the aroma 
of sandwiches being toasted and coffee prepared in the caf¬ around lunchtime. 
Seen this way, my architectural experience at FACT forms a continuous stream of productive 
moments (pertaining to FACT's key role in a more expansive and intangible affectual 
economy), which, whilst real, often only occupy the threshold of conscious contemplation. 
Whether this is the case, or whether these moments of encounter between body and building 
are registered and felt in more hard-hitting ways (such as my encounter with the gallery 
installation 'Dislocation'), as eventful moments they are hard to assert and evoke in writing. It 
is especially difficult to capture the liveliness and transformative potential within these 
moments without rendering this inert. This echoes the methodological point raised in Chapter 
Three, concerning the difficulties of writing the architectural `event-space', even when 
adopting an ethnographical approach that is attuned to capturing the more elusive and small- 
scale facets of everyday life. What has been called for to capture the event-space is what might 
be termed a `half-seen' ethnographical style. This entails not just writing about the visible 
goings-on of a space, but accounting for how situations are sensed - making space for what is 
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felt even though this is not directly observable. This might be seen by some as excessively 
speculative and tentative, but whilst I understand these concerns, I nonetheless assert that the 
difficulty of witnessing and testifying to these more intangible dimensions of experience, and 
the risks to be taken in attempting to account for these through empirical research, should not 
prevent us from acknowledging their presence, their importance in shaping who we are, nor 
lead us to deny, silence or ignore them within our empirical work. 
(5.7) Chapter Conclusions 
This chapter has cast to one side symbolic or representational understandings of architecture 
in order to make an alternative, event-space orientated engagement with the FACT building 
that envisages its architecture not as resembling, but as an `asignifying sign', primarily 
expressive/ catalysing rather than communicative/ representational. In exploring the FACT 
building as an immersive sensorium, as a heightening of consciousness and as a 
bundle of 
multiple time-spaces, I have offered an account of its architecture as cultivated through 
experiential encounters between bodies, the space itself and the artistic features therein. In 
doing this I have argued architectural experience at FACT does not constitute a relatively pre- 
determined encounter with 'the new, but rather the sparking of newness not iterative and 
responsive but affectual and transformative. 
Furthermore, with urban cultural regeneration becoming increasingly salient and giving rise 
to an abundance of new buildings such as FACT, there is an urgent need to look at what these 
spaces imply by focusing upon what it is that they do or make possible. This entails going 
beyond a representational account of architectural 'style' to develop one that can capture the 
ways that our daily lives are shaped by and in turn shape the architectural spaces that we 
inhabit, visit or pass by. In relation to the rise of 'hybrid' cultural venues like FACT, which are 
explicitly designed to foster movement, interaction, and multi-sensory engagement, it is 
particularly important that we, as social scientists, develop a vocabulary and approach that can 
attend to the emergent, affectual economy of architecture that this is contributing to. In turn, 
there is a need to think about the implications of this affectual economy for shaping how we 
come to understand ourselves, each other and the city around us. In the next and final 
empirical chapter, I want to focus in more upon these implications by remaining in the 'here- 
and-now' of the FACT building but turn my attention to the more programmed modes of 
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going-on present there, in order to consider how these more 'raw' body-building encounters 
are mediated and choreographed, and to bring the thesis into confrontation with some of the 
political issues surrounding the advent of architectural event-spaces. 
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6. THE `AFTERLIFE' OF THE FOUNDATION FOR ART AND CREATIVE 
TECHNOLOGY: CURATING AND COLLABORATING AT FACT, 
LIVERPOOL 
(6.0) Chapter Introduction 
The previous chapter offered an account of the architectural event-space of FACT, by focusing 
on the 'unplanned' and unpredictable encounters afforded by the continual and complex 
folding together of bodies and the building itself. It exemplified some of the many affectual 
resonances that subsist or inhere within, and are actualised from, these interstitial event- 
spacings as they were apprehended through my own encounters with the space. The current 
chapter remains in the 'here-and-now' of the FACT centre, however it shifts emphasis towards 
two organizational, programmed modes of going-on centring upon the building, specifically 
practices of `curating' and 'collaborating'. The purpose of this is to interrogate how these 
further cultivate the affectual economy of the building, and how, in this, they also work to 
mediate and choreograph the architectural event-space as it is populated by the more 'raw' 
body-building encounters evidenced in Chapter Five, extending, funnelling or refracting these 
in different directions. This is proposed in acknowledgement of the fact that buildings are 
always cut across by different modes of organization, whether fairly loose or strictly imposed, 
and are never entirely constituted by unmediated body-building encounters. 
As a means of organising this argument, the examples of curating and collaborating are 
discussed, because they can be seen as contemporary, and more coherent, manifestations of the 
early exhibition and collaborative events first pioneered by FACT's precursory organisation, 
Moviola. Focussing on how FACT's curatorial and collaborative dispositions are practiced 
today thus offers a means of empirically tracing the contours, and qualities, of the 'Scouse 
Contemporary' mood or attitude as it continues to be fostered and circulated in familiar yet 
novel ways. This is important because it emphasises how, despite being diaphanous and 
difficult to pin down, these affective forces can be seen, in the case of the FACT building, to 
play a potent role in enacting an affirmative mode of architectural becoming: that is, in 
keeping the space 'holding together' by strengthening and continuing to give consistency to the 
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Scouse Contemporary rather than working to weaken this. This final point then brings the 
thesis' central argument concerning the event-space to begin to confront some political issues: 
how can the openness of architecture to new becomings be understood, given the organizational 
powers intervening in built spaces? What are the positive and negative ways in which event- 
spaces might be enacted? How might the borders of the event-space be envisaged and policed 
and to what ends? This in some ways brings the discussion full circle to reflect upon the role of 
public, cultural urban buildings in the age of the `creative city', `cultural planning' and the 
initiatives and politics that these manifest. 
The discussion begins with the organizational practice of curating. The style of curating 
practiced at FACT can be located within the rise of a new curatorial! cultural organizational 
trend known as 'New Institutionalism'. This approach as mobilized at FACT is -I will argue - 
precisely about fostering event-spaces, and I will demonstrate this in relation to how the curators 
enact a certain disposition towards art, the galleries at FACT, and the wider visiting public, by 
referring to `Experimenta: Under the Radar', a display of a selection of moving image and new 
media artworks by some of Australia's leading artists currently working with these genres (first 
outlined in Chapter Five), that was displayed at FACT during the summer of 2006. Through this, 
rather than interpret the stance of FACT's curators as the playing out of a wider arts 
administration movement, I will argue that this is in fact a key means by which the building 
continues to be enacted as `Scouse Contemporary', and that curating thus works to compose and 
distribute certain affectual resonances throughout FACT. Secondly, moving on to address modes 
of collaborating at FACT, I will focus upon a community-led project organized from within the 
building called Tenantspin. Tenantspin is run by a small group of retired high-rise tenants and 
involves them organising and chairing weekly discussions at FACT, which are broadcast live 
over the internet and involve a variety of different guests addressing a range of topics from art to 
urban regeneration in Liverpool. The discussion will argue that whilst on the one hand, this 
initiative might be understood as an example of a social inclusion or educational project, it also 
contributes to the architectural event-space in enacting the Scouse Contemporary in ways that 
overspill its remit as a collaborative venture and make wider movements in the city of Liverpool 
and beyond, raising questions about the physical limits of FACT as an event-space. 
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(I) CURATING EVENT-SPACE' AT FACT 
(6.1) Figuring the Curator at FACT: A Turn to 'New Institutionalism'? 
During the summer of 2006, FACr's exhibitions staff consisted of a curator of New Media 
(Marta Ruperez) and a curator of Moving Image (Karen Allen), both managed by a Director of 
Exhibitions (Ceri Hand). This team also worked closely with two gallery technicians to 
physically install each new exhibition as FACT houses no permanent collection of artworks 
and so the galleries are transformed approximately every three months. The main 
responsibilities of the curating team were, they informed me, devising the gallery programme, 
securing funding to run this, contacting and working with artists, and commissioning new 
artworks for display in the galleries, Media Lounge and public spaces of the building. 
Traditionally speaking, the word `curator' derives from the Latin cura, meaning 'to cure or 
take care of, and is closely linked to the noun 'curate', the name of an assistant clergyman to 
the parish priest "appointed to take charge of parish during incapacity or suspension of 
incumbent" (Concise Oxford Dictionary, fifth edition). Relationally, the museum or gallery 
curator has historically acted as the custodian of an organisation's collection of artworks and 
objects in lieu of their owner. Connotations of curing the soul are reflected in the curator's 
endeavours to organise a collection of artefacts into particular arrangements, in order to most 
effectively enlighten and educate the visiting public. The traditional roles of the curator have 
been challenged from the late 1990s however, by the rise of a new curatorial/ cultural 
organisational approach referred to as `New Institutionalism'. Whilst this term was first used 
within the discipline of sociology to denote an approach for explaining institutions rather than 
simply-assume their existence" (Nee, 1998: 1), it has since been appropriated in cultural 
management circles. Here, it refers to an institutional approach that has emerged as a backlash 
against the perceived 'corporatisation' of arts institutions since the 1990s (Farquharson, 2006: 
no page number), and the 'consumer' audience that they have envisaged (Möntmann, 2007: no 
page number). Curators adopting a 'New Institutionalist' stance are concerned with the 
critique and transformation of arts institutions from within (Doherty, 2006), no longer simply 
inviting critical artists to work within their respective organisations, but "themselves changing 
institutional structures... and functions" (Möntmann, Ibid), by working to shape these spaces 
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as more active and participatory, rather than as showrooms for passive observation. 
Consequentially, as the New Institutionalism has flourished in progressive arts organisations, 
the responsibilities of curators have "shifted enormously" (Harding, 1997: 5), moving away 
from institution-based concerns "where acquisition, classification, and care of objects were the 
primary concerns", to incorporate "a wider range of practices" (Ibid), such as networking and 
facilitating working relationships between artists and institutions, and participating in off-site 
projects. 
There are, of course, many ways in which the rise of this curatorial New Institutionalism 
might be contextualised and interrogated, both in relation to external and internal changes 
facing cultural and arts organisations. Firstly, as noted above, the approach is said to be 
symbolic of the changing politico-economic terrain in which arts organisations now have to 
operate, and as forming an internalisation of, and resistance to, the logics and conventions of 
this terrain such as the staging of high-profile `block-buster' exhibitions. Similarly, it can be 
read as a backlash to the recent emergence of governmental policy requirements for cultural 
buildings to adopt more public-orientated and inclusive programmes (West and Smith, 2005), 
whereby organizations seek ways to create their alternative versions of democratic, critical 
spaces that appeal to many different publics through many different strands of activity 
(Möntmann, Ibid. Thirdly, and relationally, New Institutionalism can be seen as a conscious 
aim to address the view that "conventional art institutional time-frames, programming and 
staffing structures, distribution mechanisms and marketing strategies no longer address the 
needs of contemporary artists or their work" (Doherty, Ibid: no page numbers), and as a search 
for other ways of working. 
Taking another angle and thinking in terms of the implications of the New Institutionalist 
approach, one might consider the kinds of artwork and artists that such cultural organisations 
work with, their approach to the visiting public, the wider city, and the gallery experience. 
These kinds of questions are yet to be addressed rigorously by social scientists, instead being 
played out by cultural managers and administrators within art journals, online forums and 
symposiums. These debates tend to be played out through fairly descriptive reports of 
particular shows staged in particular institutional settings by particular curators. They do not, 
however, speculate more generally upon the potential implications of these for how they may 
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be creating new kinds of relations between body and building, and what this might mean in 
terms of how our experiences and understandings of urban cultural buildings? 
It is precisely this that the next section now seeks to explore, by exemplifying how at FACT, 
the curatorial dispositions enacted are precisely about fostering event-space. Specifically, I will 
argue that the exhibitions team at FACT stage the building's galleries as event-space by 
enacting a `New Institutional' approach in relation to three of their key curatorial 
responsibilities. Firstly, through the ways in which the team envision the gallery space itself, 
its purpose, and actually go about installing each new exhibition; secondly, through the genres 
and pieces of artwork that they select or commission for display (new media and moving 
image artwork); and thirdly, and relationally, through the kind of relations and encounters 
they seek to foster between visitors, the space and the artworks within the gallery setting. I 
want to now exemplify these three points in depth in relation to a particular exhibition hosted 
by FACT during the summer of 2006 entitled `Experimenta: Under the Radar'. 
(6.2) Curating Event Space through Art and the Gallery Spaces at FACT 
FACT's curators and gallery technicians choreograph the building's galleries as dynamic and 
unfinished situations. Here, neither the gallery space itself, nor the artwork on display, nor the 
anticipated visiting public is accorded priority: rather, it is the potential interrelations and 
encounters that might be fostered between these that guide the curators, as they aim to 
cultivate the space as an active, participatory and immersive milieu. FACT's curators do not 
think primarily in terms of how to best utilise the gallery space as a backdrop or surrounding 
context for the artworks to be displayed, but rather envision the gallery as an unfolding 
scenario to be fully entered into, added to and pushed forward in new directions by the 
practices and sensory/ affectual responses of the visiting public as they interact both with the 
space and each other. For example, during the staging of 'Experimenta', FACT's curator of 
New Media, Marta Ruperez, along with the technical gallery team, transformed the centre's 
largest gallery, Gallery One, into a futuristic and neon grotto or fantastic, sinister amusement 
arcade. Six exhibits (including two full installations) were positioned around the space, and 
these contributed the room's only lighting in the form of a soft, flickering glow emitting from 
their various screens and electrical lighting. The low, creeping soundtrack accompanying one 
141 
Chapter 6: Afterlife of FACT 
of the pieces merged with other intermittent sound effects from the other exhibits to produce 
a discordant, low level hum of noise. The artworks that had been installed therefore seemed to 
overspill their particular locations and mingle with one another beyond their physical 
boundaries to charge the space with a nervous tension and the intimation of continual change, 
and worked to evoke the anticipation of "temporary-transient encounters, states of flux and 
open-endedness' (Doherty, 2006: no page numbers), that characterise the sensory qualities of 
the artwork favoured by a New Institutionalist curatorial approach. 
The curators at FACT worked to stage the galleries as unfinished and immersive situations 
through the ways in which they assembled and installed each new exhibition. As the curator 
of Moving Image artwork, Karen Allen, explained: 
The really interesting, and kind of unique as far as I'm aware of, thing about FACT is 
the way that the curators work with Nick and Sarah, who design the exhibition 
spaces, so the curator always has - always selects the works to use- to show 
in the 
exhibition, and very much selects them with an idea that those works are having a 
relationship to each other.. . and then 
it comes down to working with Nick and Sarah 
to say what's practical and often it's a case of saying `really want to show these works', 
and they just go 'no way, it just ain't possible', or, them going "yeah, cool, that would 
work, or we could even do this... ' so it's a really interesting open process. For 
example, when I worked at IKON gallery in Birmingham which is a very sort of 
typical contemporary art venue, the curator would select the works for the exhibition 
would have the plans of the gallery space, would sit in a meeting with the technical 
team, and would draw on where things were going to go, and then the technical team 
- well that's just a really typical way of, you know, the contemporary art gallery as 
well, the curator always says where things go and the technical team try to 
accommodate that as much as possible (interview transcript, page 16). 
This quote describes how the curating team plan and prepare exhibitions from within the 
gallery itself, working collectively to configure the space as the scene of potential meetings, 
sensations, continual newness and discovery. It is thinking about the interactions and relations 
that might be fostered by the space, the `in-between' and interstitial, that is most important, 
and through these that the gallery architecture, artwork and visiting public (as well as the 
curators) co-produce and extend this as event-space. This mode of configuring the gallery 
again reflects a `New Institutionalist' disposition to deliver exhibitions that employ "dialogue 
and participation to produce event or process-based works rather than objects for passive 
consumption" (Doherty, 2006: no page numbers). FACT's dialogic curatorial approach clarifies 
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exactly what FACT's Director of Exhibitions, Ceri Hand, meant when she remarked that the 
galleries New Media and moving image artwork to be shown to the "highest possible standard" 
(interview transcript, page 5). Initially, I took this to refer purely to the practical dimensions 
of showing artwork. For example, the high design specification of the galleries, created as 
`black-boxes' that admit no external daylight and are painted entirely black to deepen the 
darkness of their interior, means that the visibility of the artwork, being electronic and using 
screens or projectors, is enhanced through its contrast. Being totally enclosed chambers, the 
galleries can also deal with showing this kind of artwork on a vast scale which, Ceri hand 
explained, is often appealing to the artist involved as such an opportunity may be rare and 
allows for the visual and sensory impact of their work to be intensified. The galleries are also 
highly mutable spaces, as Karen Allen explained enthusiastically to me: 
The floor can all come up, they're like floor tiles, they can come up and you can crawl 
underneath to position electrical points and sockets anywhere in the galleries 
(interview transcript, page 12). 
Marta Ruperez, curator of New Media, echoed this point: 
It's a dream really, so you have plans of anywhere in the room, it's as simple as that, 
you can lift any tile and we have plugs, there's no cabling or wires going over the 
space.. . so they're very 
flexible and you can play around with them a lot. There's a 
lighting rig at the top - theatre style, you can do anything with them as well, I mean 
compared to art galleries where the only thing you can do is put things on the walls 
and then always close to the plug that's on the wall (interview transcript, page 7). 
FACT's galleries can accommodate power points, lighting, and cables wherever they may be 
needed, and therefore the spaces' `soft architecture' enables the aesthetic and sensory qualities 
of the artworks displayed therein to be expressed with the maximum of impact. Through my 
experience of visiting Experimenta, which I will now discuss, I in fact came to discover a 
second dimension to what Ceri Hand had said: that being able to show this artwork to the best 
possible standard also meant being able to cultivate the interactive and richly sensate 
atmospheres which contributes to FACT as architectural event-space. 
143 
Chapter 6: Afterlife of FACT 
(a) `Experiments: Under the Radar' 
During June 2006 I visited FAGT's galleries many times whilst `Experimenta: Under the Radar' 
was being hosted. I recorded my impressions within a research diary that included my 
responses to and experiences of the space and artworks, as well as the collective/ associative 
dimensions unfolding within the galleries: how they were populated and negotiated by their 
visitors and how these visitors interacted with each other. On entering Gallery One for the 
first time, I immediately felt disorientated, unsettled, and more alert to the space around me 
and the change in air temperature, which seems cooler; and in light levels, which drop 
suddenly. The entrance to the main chamber led me along a long dark corridor, again installed 
to prevent light from entering the gallery when the door is opened, but it also worked to 
create a sense of anticipation and nervousness as I approach the main space without being able 
to see (only to hear) what is to come. As I reached this, six artworks seemed to loom ahead in 
the darkness, awaiting my approach'. 
Indecision stalled my footsteps as I deliberated over which piece to move towards, and what 
might be expected of me if I did? What were the terms of engagement and how were they to 
be negotiated? What was going to happen to me in doing so? At this point the room was 
empty, except for a gallery attendant, so there was no presence of others to affect my choice, 
and the first artwork to capture my attention and draw me towards it was an installation 
entitled `Expecting' (2003) by Van Sowerwine and Isobel Knowles with Liam Fennessy. This 
piece attracts me towards it because it appears to be doing just as its name suggests. The piece 
consists of a giant, pink television set with a large screen set within it and a bench placed in 
front of it. The screen displays the inside of a young girl's bedroom and, standing immediately 
next to the bed patiently waiting and staring out at me, blinking periodically, is a doll-like yet 
disconcertingly 'real' looking 8-year old girl called Charlotte. 
'The five exhibits not discussed here were as follows: 'Cross-Reference' (2004) by Craig Walsh, a video 
piece reversing the gaze of the gallery-goer by showing a series of gigantic faces peering in at the 
'shrunken' viewers standing before it; `The Shy Picture' (2005) by Narinda Reeders and David MacLeod, 
a family portrait whose characters flee when looked at; 'ZiZi the Affectionate Couch' (2003) by Stephen 
Barrass, Linda Davy and Kerry Richards, a furry sofa that reacts to its users' presence by 'purring', 
shivering and lighting up; 'Train No. 8' (2005) by Daniel Crooks, digital footage of London sliced into 
segments and then rearranged to present a distorted version of reality, where time, space and motion 
appear on the same plane; and finally 'Pataphysical Man' (2005) by Shaun Gladwell, hypnotising slow- 
motion footage of skateboarders, rollerbladers, and break-dancers that reveals the relationship of these 
bodies with nature, the elements, and the forces of physics and gravity upon them (see www. fact. co. uk). 
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A frenetic, jarring soundtrack plays whilst the girl remains standing still, shifting slightly, and 
I then notice a felt teddy bear lying on a shelf before me which, perhaps, the girl is seeking? 
The bear is attached by a thin rope to a point just below the screen and it begins to dawn on 
me that the toy is some kind of means for interacting with the exhibit, so somewhat warily I 
reach out and pick it up. At this moment the girl suddenly springs to life, picking up what 
appears to be the other end of the rope fixed to the bear, and connecting it to her stomach. A 
creeping unease begins to surface within me, and I turn around to see if anyone else is 
watching what I am doing (they are not). As I tentatively squeeze the bear, my trepidation is 
immediately replaced by a dreadful realisation that something unpleasant is about to play out 
before me. The events take a macabre turn and the true meaning of the piece is revealed to 
me, as I look on, powerless to make it stop yet feeling compelled to watch nonetheless. 
Charlotte begins to rapidly proceed through pregnancy, before giving birth to a tiny child 
whom she plays with for a short while before it disappears. This turn of events is incredibly 
unsettling, and I watch feeling awkward, my heartbeat noticeably quickened, feeling slightly 
uncomfortable about the disjunction between the cartoon-like imagery, sinister storyline and 
above all my complicity in the scenario. 
Feeling somewhat shaken and bewildered I leave the main gallery and walk upstairs before 
gathering my thoughts and entering into Gallery Two, a smaller space. This is occupied by a 
large audio-visual installation by Alex Davies called 'Dislocation' (2005). 'Dislocation' consists 
of a dark chamber big enough for several people to enter at a time, with three video screens set 
into alcoves in the far wall. After observing another visitor, I walk across to peer into one of 
these, and see a view of the room as filmed by a camera high up on the wall behind me, so that 
I can see the back of myself, the other visitor, and the surrounding room. After standing and 
watching myself for a moment, I suddenly notice a man striding towards me, coming up close 
and aggressively try to get my attention. Intuitively I step to the side and turn to face him, to 
be confronted, of course, by an empty room. Other ghostly presences come and go, such as 
two brawling men staggering and lurching about the room, from which I move away to avoid 
being 'collided with'. A fierce dog stalks around me, snarling and barking, again making my 
heart-rate increase and provoking me to flinch and step away. Despite my rational self, I am 
jittery, on edge and feel myself shiver involuntarily, as if anticipating something brushing 
against me, and have to continually resist the urge to turn and face the empty space. The 
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presence of the other person initially makes me feel embarrassed by my actions, but over time 
I overcome my self-consciousness, as they seem to be acting in a similar way to myself. 
My experiences of these exhibits reveal how the galleries at FACT work as event-space by 
catalysing new sensations. My encounters with 'Expecting' and 'Dislocation' did not amount to 
some unspoken tutelage, two educational moments during which I internalised meanings and 
messages offered up to me by the exhibits. In both instances, my immediate and physical 
presence and intervention (a decision, a gesture, or reaction) within the proximity of the 
exhibits was in fact a prerequisite for the event of the artwork to take place. Writing about 
installation art, Claire Bishop describes the key characteristic of the genre as an "insistence on 
the literal presence of the viewer" (2005: 6). Whilst only Dislocation can truly be described as 
an installation, both pieces relied upon my physical presence to have their effect, mobilising, 
in the words of Bishop, a notion of the activated subject. Both 'Expecting' and 'Dislocation' 
work outside of a representational economy. Rather than re-presenting perceptual events such 
as light, space and sound, they present affective potentialities that are actualised through 
sensory immediacy and physical participation (in both Expecting and Dislocation, deliberate, 
decision-making processes). That is not to say that these installations did not draw on some 
representational logic (such as Charlotte's pregnancy), but that they emphasised, and staged 
this emphasis, through, the spectator's body and its capacity to 'know' through immediate 
sensation. In the case of 'Expecting', our co-presence sparked an intensity of feeling: a wave of 
shock and revulsion at witnessing, and becoming unwitting complicit in, the fate of Charlotte. 
At the same time, whilst Both Expecting and Dislocation required my presence, they also 
asserted their own agency in the situation. Interactive artwork, in the words of Nicolas 
Bourriaud, "prompts meetings and invites appointments, managing its own temporal structure" 
(1998: 29). Once involved in some way, I was not entirely control of when to move on, feeling 
compelled to see the encounter, however uncomfortable, through to its conclusion. Whilst 
both the artwork and I played a role, the event took precedence. 
The interactive exhibits of Experiments therefore worked to catalyse activated subjects that 
become co-producers of the artworks. The curators were not so much arrange objects to 
achieve a particular effect, but constructing situations for possible encounters to unfold. In this 
sense, the galleries were also, during Experimenta, curated as fractured space comprised of a 
146 
Chapter 6: Afterlife of FACT 
multitude of different relations, interactive moments, negotiations and trajectories taken 
through the room (multiple time-space rhythms), amongst which mine were just one of many. 
The galleries offered the opposite of the sensory convergence created by the international 
'Blockbuster' exhibition, a mode of display that has become increasingly prevalent amongst 
galleries (Barker, 1999). The Blockbuster show turns the gallery into a site of spectacle, and 
aims to attract a mass audience and to "attract maximum publicity and attendance, whilst 
performing a separation between audience and object" (Prior, 2006: 515). It entails a 
tightening in focus of the institution upon a singular, pinnacle achievement, with the gallery 
as a showroom, perhaps with a particular route marked out, and constructing a "carefully 
nurtured peak experience" (Thrift, 2004a: 154) for the visitor. The moment is structured by 
one's presence before the art object. 
With Experimenta, however, I became decentred as a visiting subject. In relation to the 
installation 'Dislocation', my physical immersion within the artwork had the potential to 
generate an array of different perspectives and horizons, and the notion of there being an ideal 
vantage point from which to 'view' the work became redundant. As Claire Bishop explains, 
"the rise of installation art is simultaneous with the emergence of (poststructural) theories of 
the subject" (2005: 13), and therefore eschews the possibility of any individual occupying an 
overarching or `perfect' vantage point from which to survey the world. Indeed, it is not 
necessarily the relationship between the viewing subject and the artwork that is of primary 
importance. Nicolas Bourriaud has argued, "artistic practice is now focussed upon the sphere of 
inter-human relations, as illustrated by artistic activities that have been in progress since the 
early 1990s. So the artist sets his (sic) sights more and more clearly on the relations that his 
work will create among his public, and on the invention of models of sociability" (1998: 28). 
Experimenta also worked to decentre me as a visiting subject by addressing me "not as an 
individual who experiences art in transcendent or existential isolation, but as part of a 
collective or community" (Bishop: 2005: 102). The gallery was not curated as a contemplative, 
quiet space, but as a social milieu. My physical interactions with Expecting and Dislocation 
were, potentially, performances, on show for others to see. Rather than being kept inside as 
personal and private thoughts, formed within an individual and symbolic space, they became 
visible, shared and public gestures. Other people's reactions became as interesting as the art 
itself. Bourriaud uses the phrase `relational aesthetics' to characterise this strand of 
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contemporary art that is concerned "with negotiations, bonds and co-existences" (Ibid: 45), 
upon which new forms of conviviality might be premised. The Experimenta exhibits can be 
seen to contribute to this; whether through negotiating a 'turn' on an exhibit, watching 
somebody else, or sharing somebody else's response to an exhibit (even though, of course, one 
cannot know whether or not the artists had Bourriaud's particular phrase in mind). 
As mentioned at the start of the chapter, the organisational practices associated with FACT 
were not just focussed upon activities taking place within the building's walls, and looked 
outwards to spaces further afield in the city. Perhaps the potential for this is heightened in an 
urban context in which arts and cultural organisations work in close collaboration (a fact 
mentioned to me by many staff and demonstrated when Marta Ruperez took me on an 
impromptu tour of the Ropewalks, dropping into a number of artists' studios and exhibition 
spaces for an informal chat and to check on the progress of their works. I now want to 
demonstrate this in relation to a project run at FACT, by the Collaborations Team, called 
`Tenantspin'. 
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(II) COLLABORATING AT/ BEYOND FACT 
(6.3) Tenantspin and the Activist Figure at FACT 
Tenantspin is a community-driven project operated through the partnership of FACT and 
Arena Housing Association, but run from within the FACT building. It involves a small group 
of high-rise (or former high-rise) tenants from several of Liverpool's residential tower-blocks, 
most of whom are retired and many in their 70s and 80s. The scheme, run by the tenants in 
collaboration with Tenantspin manager and FACT staff member Alan Dunn (as well as a 
project and a technical manager employed by Arena Housing), is focused around the 
production of a regular series of `webcasts': discussions held at FACT that are broadcast live on 
the Internet. These regular, hour-long sessions cover a wide range of subjects and involve an 
array of guests and, having been filmed, are later edited by the tenants and uploaded onto the 
Tenantspin website, as well as being held in a video archive at FACT, which is organised by a 
tenant, Kath Healey. 
Tenantspin's origins can be traced back to the formation of the Liverpool 
High Rise Tenants 
Group (LHTG) in 1991, out of a "shared concern about the physical and social conditions of 
the tower blocks [in the city]" (see Tenantspin workbook: no page numbers). The LHTG was a 
representative forum established by Liverpool's high-rise tenants after they voted 
overwhelmingly to transfer their properties from the control of Liverpool 
City Council, to 
new landlords Liverpool Housing Action Trust (LHAT), a government quango set up 
by 
Parliament. In 1993, Liverpool HAT took over responsibility for 67 blocks scattered over 35 
sites across the city, and embarked upon a twelve-year regeneration project to address the 
buildings' many social and physical problems (see Ibid). The representative group of the 
tenants, LHTG, provided a critical platform to debate social housing issues and air complaints 
or offer suggestions to their landlords in the via representatives from Liverpool HAT. 
Seven 
years later, in 2000, FACT commissioned a project for the final Liverpool Video Positive 
Festival, which had run biannually since 1989. The Coronation Court project was based in 
Liverpool's oldest high-rise tower block. Built in 1956, (but since demolished), by the year 
2000 the ten-storey building was home to just 90 residents living within 104 residences. 
Having moved into Coronation Court as young married couples, the mainly elderly 
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inhabitants were the first generation to have grown old in this type of accommodation, and 
had become increasingly isolated along with their surroundings (see Dunn, 2004; Tenantspin 
workbook, 2005). The project commissioned by FACT invited Danish artists 'Superflex' to 
undertake a six week collaboration with Coronation Court's tenants using their innovative 
'Superchannel' technology (a webcasting channel with a built-in chat-room facility that made 
it relatively easy for community groups to build a presence on the internet). Superflex was 
invited to produce a community TV project with the building's tenants, and did so from a 
room shared with a hair salon. The community development manager from Liverpool HAT 
(and later Arena Housing Association, the landlord that succeeded the Liverpool HAT after its 
12 year period of operation came to an end), Paul Kelly, was instrumental in initiating the 
project, as was Olga Bailey a particularly enthusiastic participant in the pilot scheme who 
wanted to make the project permanent. In 2001, following the success of the Coronation Court 
project, the Liverpool High-rise Tenants' Group (LHTG), decided to adopt the project after 
securing an "Innovation into Action" grant from the Chartered Institute of Housing. They 
renamed the group "Tenantspin', and moved into a new office and studio in the Cunard 
Building on Liverpool's Docks, next to the Liverpool Housing Action Trust (HAT) office. In 
2003, Tenantspin moved once more, into the new FACT building, and Alan Dunn was 
appointed as Tenantspin Manager. In 2003, Arena Housing took over as social landlords from 
the HAT, which was wound down, and became the new project partners working alongside 
FACT and the tenants themselves. 
(6.4) The Rise of Collaborative Art 
Tenantspin is part of FACT's 'Collaborations Programme', which was established in 1992 in 
order to "present the expression of regional views and voices which otherwise might not be 
heard or seen" (FACT/ Moviola archive document). The programme's aim is to develop 
"strategies that engage participants as producers rather than consumers of the moving image 
and new media; creating new forms of collective learning and expression, tools and platforms 
for self-representation" (accessed at www. fact. co. uk). 'Collaboration' has become one of 
FACT's key strands of activity and, during the time of my research (summer 2006), the 
organization also employed a Programme Manager for Young People, and was in the final 
stages of launching an offshoot 'Formal Education Programme' aimed at secondary school 
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pupils. The Collaborations Programme makes extensive links beyond the walls of FACT, 
involving different groups in the wider city, and inviting them to play a central role in driving 
the organization forward. 
Tenantspin is not unique in its collaborative basis, as this has become a buzzword amongst 
progressive arts organizations in recent years: indeed, neither was FACT (or as it was then, 
Moviola) unique in establishing a Collaborations Programme around this time, and, as art 
critic and academic Claire Bishop notes, there has been, more generally amongst arts 
organisations, "a recent surge of artistic interest in collectivity, collaboration, and direct 
engagement with specific social constituencies" (2006: no page numbers). This has led to a 
converging of the previously distinct spheres of 'community' art and 'gallery' art (Harding, 
1998), with the result that collaborative arts practice and artworks have become a central 
concern of progressive arts organisations. These may take many forms, for example: onsite or 
offsite, temporary or more sustained, involving a small number of individuals or a larger 
group, leading to the production of a piece of artwork or being more about the artistic process 
itself, giving participants more or less of a driving role in the collaboration. Supporters of this 
field of activity cite its restorative potential, its ability to empower "a society rendered numb 
and fragmented by the repressive instrumentality of capitalism" (Bishop, Ibid). Collaborative 
practice is upheld as an effective means of empowering and bringing together individuals from 
marginalised and isolated groups of society, and giving them an active role and voice within 
the creative process. 
Understanding it in these terms however - as community art, as social movement, as 
educational - is limiting as it seems to looks at it solely in evaluative terms, 
focusing upon 
'outcomes' and end products. Tenantspin has been appraised in such terms, having gained an 
extraordinary level of interest from the media and policy-makers alike, and having been 
nominated for several of awards, including a UK Housing Award for "Excellence in 
Community Empowerment" (2005); and a SustainlT 'Age and Disability' e-Well Being Award 
(2006)2. Seen from this angle, Tenantspin's success is contextualised in relation to three 
distinct, yet related, fields of praxis; community arts, collaborative arts practice, and urban 
2 For a full list of tenantspin press and key landmarks, see wHnv. tenantspin. ore. 
151 
Chapter 6: Afterlife of FACT 
social movements. The Northwest Development Board describes Tenantspin as an 
"empowering" project that is "reducing social exclusion of the elderly" (NWDA, no date). The 
Institute for Public Policy Research praises Tenantspin as evidence of the 'community 
building' and cohesion to be fostered by group participation in community arts projects (IPPR: 
2005). An article in the Times Educational Supplement, entitled "Training by Stealth", 
emphasises that the tenants are "mastering modem media skills in order to express themselves 
more confidently" (TES, 2005). A report in the Guardian entitled'High-Rise Hi Tech" cites the 
Tenantspin model as leading a 'broadband revolution' amongst some of the UK's poorest 
estates, "in order to reduce the isolation of the residents" (Guardian, 2002). From these 
perspectives, Tenantspin is evaluated in terms of its potential to intervene in and help alleviate 
wider social problems. 
By participating in Tenantspin, it is envisaged that the individuals involved are predominantly 
gaining skills and experiences considered 'appropriate' to them as a doubly excluded section of 
Liverpool's inhabitants (elderly, high-rise dwellers). These new proficiencies, it is suggested, 
will allow these individuals to reconnect with, and assert themselves within, the changing city 
in which they live. The fostering of self-expression and creativity are considered to benefit 
individuals and wider society, rather than being considered in terms of their potential to build 
new opportunities for sociability, and what people actually do with these. This once again 
presumes the outcomes of Tenantspin, but does not look closely at the actual taking place of 
the project as part of the everyday, ongoing event of the FACT building. I want to explore 
Tenantspin differently; as adding to the mood of the space by developing the Scouse 
Contemporary attitude that was first outlined in Chapter Four. (Tenantspin also predated the 
FACT building and was part of the buzz of activity associated with Moviola). 
Tenantspin cannot be reduced to a checklist of social and cultural policy objectives, it is not 
just a discrete programme that that happens to share a building with FACT, but one which has 
developed a much more involved and intimate partnership with its host organization. As 
Tenantspin manager Alan Dunn commented, Tenantspin "set out to bind and link a 
community but inadvertently became the maker of a new community" (Tenantspin good 
practice workbook; no pagination). This raises the question of what does this community look 
like, and what is its significance within the space of FACT? What are its implications for how 
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the building is perceived by, and relates to, the wider city? The remainder of this section 
tackles these questions, by imagining Tenantspin not as a distinct strand of FACT's daily 
activities, but as a more porous and diffuse set of practices and relations, dispositions and 
sensibilities, which nevertheless have resounding implications for the space of the building. 
(6.5) Proposing Alternative Understandings of Tenantspin 
The notion that Tenantspin exists somehow more expansively to how it is figured within a 
'social inclusion' or 'educational' framing was expressed by Tenantspin manager, Alan Dunn, 
when I interviewed him at FACT. The continued presence and success of the project, for him, 
could not be rationalised, or explained by any of Tenantspin's constituent parts or officially 
recognised merits. 
Part of me thinks maybe Tenantspin has been allowed to happen cause it's arts and 
housing, arts and elderly people, elderly people and IT... and obviously it's had 
funding, so there is a policy that says 'yes we will encourage this type of work', but 
there comes a point where it creates a momentum of its own and becomes, it exists 
because it was a good project and not because cultural policy decides it should exist 
(interview transcript, page 7). 
The 'momentum' that Dunn mentions might be thought of as built from the ongoing collective 
investment in Tenantspin, enacted by the tenants and collaborators alike: an array of daily 
practices and interrelations that work to sustain the project, which are emergent and 
unplanned, in excess of the weekly webcasts that the group is focused around, but not 
reducible to. This investment has fostered a certain quality to the project that overspills what 
might be expected in a more pragmatic sense, something that is difficult to articulate or pin 
down, even for somebody so instrumental to the project's success, 
What does it deliver? I don't know it's got this.. . one way of seeing 
Tenantspin it's got 
this magical myth about it (interview transcript, page 14) 
There's something about Tenantspin that's not even in its reality ... 
It's nowhere near 
delivering everything that people think it's delivering, but it's got this kind of profile of 
potential, and a lot of people we work with still see the potential of it, which often 
outstrips what's technically capable or possible (interview transcript, page 15). 
A webcast is a horrible thing to be working with after 6 years - it doesn't work, it's 
really hard to get an audience, the picture's small, the sound's not great and it's clunky 
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and it's ... a 
lot of elderly people don't have computers, we're still trying to resolve all 
these, if you separate that all out that's, those are all reasons why Tenantspin should not 
exist... to this day, it should have died after 6 months 'cause the technical just doesn't 
work (interview transcript, page 15). 
Dunn's reasoning that Tenantspin works even though, in his words, 'it shouldn't' hints at a 
more-than or less-than rational quality of the project, a 'magical myth' or `profile of potential' 
that is apprehended and enacted by those involved, perhaps what might be termed an 
transpersonal affect that is channelled, qualified, and propagated through the practices and 
activities of the Tenantspin members and collaborators. Dunn hinted at this as follows, 
OK, let's accept that each city has a certain number of cultural institutions, and the 
ideas we know, we live in the real world they have to be quite kind of practical and 
pragmatic that's fine, to run a city, maybe answerable to the council and the Art's 
Council's fine, I kind of accept all that, but what happens with this kind of fluid, this 
kind of liquid that is Tenantspin?.. 
... maybe each institution needs this 
kind of funny liquid that seeps into all the areas- 
marketing and finance and ops, and front of house, and public and off-site, and invisible 
and visible, and blah blah blah... maybe that's where ordinary people can walk in an 
suddenly they're in this kind of... liquid without knowing, I mean they don't need to 
know about all that ... 
it doesn't matter, they're in Tenantspin downstairs talking about 
it so they're, they're in this kind of funny liquid, you don't have to be part of this big 
structure, it doesn't matter. I don't feel part of this big structure, y'know? (interview 
transcript, pages 23- 4). 
Dunn articulates this interpersonal or excessive quality to Tenantspin as a 'fluid' or 'funny 
liquid'. Again, this exceeds the remit of the Tenantspin 'project', seeping into every element of 
FACT's activity and imbuing the space more tacitly. Whilst this 'funny liquid' associated with 
Tenantspin is, directly, insensible, it may be traced instead through the various bodily 
affectations and dispositions of the tenants themselves. These might be interpreted not solely 
as embodied attributes gained by entering into Tenantspin, but more relational and productive 
events that enrich the affectual fabric of the FACT building. 
As an empirical way in to observing these, I attended a number of Tenantspin's webcasts over 
the summer of 2006. These constituted the group's most heightened or visible moments, a 
`turning up of the volume' of Tenantspin, and thus an opportunity to appreciate the enactment 
of the project at first hand. 
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(a) Attending a Webcast 
Tenantspin uses FACT as a venue for their webcasts, training sessions and meetings. The 
webcasts take place in the public space of the building, with more 'behind the scenes' and 
administrative matters happening in the suite of rooms and offices on FACT's private top floor. 
These are accessible only by lift, after entering a numerical code on the lift's keypad. Alan 
Dunn had previously commented that the open-plan architectural layout of FACT forced 
Tenantspin into the public view. As the building has no separate spaces dedicated to 
'educational' or community activities, Tenantspin's webcasts take place in the public areas of 
the building. The Box, FACT's most flexible space, is located on the ground floor, and 
alongside Tenantspin also hosts film showings, workshops, music events, and exhibitions. 
Tenantspin webcasts usually take place on a Wednesday at 2pm, and last no longer than an 
hour and a half. The equipment used is set up by the tenants before each session and stowed 
away afterwards, leaving no physical trace of what has taken place. The webcasts fall within 
two editorial strands. 'Ways of Seeing' is coordinated with FACT, and "commissions 
leading 
artists, writers and thinkers to develop webcast content with the tenants" (Dunn quoted at 
www. projectsetc. org, last accessed 29/ 02/08). 'Ways of Living' is coordinated by FACT in 
collaboration with Arena Housing, and "explores community and social housing issues" (Ibid). 
I attended several webcasts over the summer of 2006, the first taking place on Wednesday 
12th July, when the session related to the `Ways of Seeing' series. The topic for discussion was 
the upcoming Liverpool Biennial arts festival, and the tenants were interviewing three artists 
and cultural workers involved with it, through various community arts projects, as well as the 
CEO of the festival, Lewis Biggs. 
Diary Excerpt - Wednesday 12th July 2006 
As I enter the FACT building to attend today's webcast, I notice that the event is displayed on 
the listings board in the building's main window, alongside the current gallery exhibition and 
daily film showings. I approach the box which, like the gallery spaces, is a windowless black- 
box with two sets of thick oak doors blocking out any natural light that might spill in from the 
building's airy central atrium. Their solidity and heaviness makes my entrance into the room 
an awkward and ungainly process, as well as rather hesitant, as I can't see into the space and 
have no idea what to expect when I enter. As I edge into the room I see that it is about half- 
filled with bright red, two-seater sofas arranged in a rough semicircle for the audience. 
Although there are less than ten minutes until the show was due to begin, there are not many 
audience members or guests yet present. 
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I feel very conspicuous entering into the scene, as if the only person to not have an obvious 
purpose for being here. I haven't yet approached the tenants for interviews, and so I dither 
about at the front of the space, worried briefly that I might be mistaken for a discussant and 
asked to identify myself, thinking, 'is this really a public event? Should I turn and leave? ' 
Fortunately, I notice two other audience members sitting on the red sofas with notebooks out, 
and negotiate my way between them to find myself a place to sit in the shadows. 
I take out a notepad and pen, and wait for the show to start, watching the tenants who are 
engrossed in their preparations. The presenter and interviewer (called John, I later learn), sits 
on a larger sofa at the front of the room talking to the guests, passing the microphone round 
between them as if to show them the ropes. An elderly lady and a younger man are positioned 
behind two cameras set amongst the audience, one towards the right of the room, and one 
towards the left. Two younger men, one who I guess to be a member of staff, stand at the left- 
hand side of the room behind a small editing desk. There is a sense of hushed activity and 
nervous anticipation in the space, like actors waiting for a performance to begin. 
As the discussion progresses, I become aware of two scenarios unfolding in the room, the 
discussion in front of the camera, and the activity behind it. On the sofa, John leads a 
discussion on the role of community arts in the upcoming Liverpool Biennial. After asking the 
guests to introduce themselves and their projects, he initiates an open debate on why the 
projects are important, what they mean to the people involved and to the city more widely. 
At 
one point, one of the Tenantspin staff members interjects with a question coming 
in from 
somebody following the discussion online. 
Behind the cameras, the actions of the tenants reveal a nervous, focused and serious 
concentration. At certain points, the two individuals working the cameras steal across the 
room and whisper to each other. When the two men in charge of editing make a switch 
from 
one camera angle to the other, (as projected onto a large screen behind the discussants), they 
nod over to the camera involved, and when they achieve the effect smoothly, they smile 
round at each other, as if sharing in a sense of achievement. 
Source: author's dia notes 
During the session, various affectations of ambition, pride, enjoyment, and curiosity became 
apparent, ebbing and flowing as tangible expressions and relational achievements that both 
punctuate and sustain the ongoing event of Tenantspin. The seriousness and concentration of 
the crew, as well as a faint undercurrent of nerves, demonstrated the tenants' passion and 
sense of pride in their activities. The pleasure of John interviewing the guests was clear from 
his informal, chatty and amiable manner, as he seemed both relaxed and wholly absorbed in 
the conversation taking place on the sofa, something he later reflected on during an interview. 
The shared sense of achievement of the tenants accomplishing a particular camera effect was 
visible through the shared smiles and nods of encouragement that I observed. 
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These fleeting experiences and interactions were, to an extent, rendered permanent through 
being recorded and archived, (although this only captures the activity unfolding before the 
camera, not behind), and the webcast can therefore be seen as a kind of textual trace of 
Tenantspin, through which the project becomes 'visible' to outsiders such as myself. After the 
hour was up, the equipment was packed up and put away by the tenants. The Box was 
returned to its multipurpose status, and there was no physical reminder, save from the 
arrangement of the seating, to suggest that anything had happened there. Alan Dunn argued 
that the architecture of FACT, having no designated rooms for collaborative or educational 
activities, forces Tenantspin out into the public spaces of the building, 'into the open'. 
Although Tenantspin's history predated the FACT building, the convergence of the two 
groups under one roof, and within the same four walls, stimulated an infectious atmosphere of 
ambition that animated the bodies moving within the space, and infiltrated the interactions 
between them. For Clive Gillman, former FACT employee, the presence of Tenantspin during 
the earliest days of the FACT building, as ordinary members of the 'wider public' had a 
particular significance in this respect. He explained that new urban cultural buildings risk 
becoming costly white elephants, if they fail to develop a relationship with their publics (a 
charge that has been made of the Urbis Centre in Manchester). The tenants, however, 
bestowed FACT with a pioneering group of enthusiasts. He explained that throughout the 
design and building process, 
Built into the project was a kind of whole set of functionality, which would support 
Tenantspin and it meant that quite quickly there was a whole bunch of people - who 
basically were all part of the high rise tenants' groups in Liverpool- they had an 
incredibly highly developed sense of ownership over that building to the extent that 
they felt they needed to be part of everything that happened there, that they wanted to 
be consulted on things that were happening that even weren't directly involved with 
Tenantspin, and a whole bunch of really interesting relationships developed out of that 
which kind of spun off into other things, so there's some really nice anecdotes come out 
of that about people's particular life stories and the way in which they've evolved, and 
you know in their mid sixties suddenly discovered that actually they can go into a 
cultural building and they feel a sense of ownership over that and they can work on 
being part of what happens in that space both experiencing it but also defining it 
(interview transcript, page 19 - 20). 
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The tenants' role in the building exceeded that of being participants within a specific strand of 
the organisation's activity, although, simultaneously, the move into FACT represented a new 
chapter in the project. As tenant John McGuirk (a retired merchant seaman and construction 
worker, and now in his 70s), told me, the move into FACT afforded Tenantspin a new, high- 
profile platform from which to grow and make its presence felt more strongly in the city and 
beyond, 
I think it'd be fair to say, because it's come into the FACT centre, it has established 
Tenantspin, because I think it's like name dropping - the FACT centre -I mean as soon 
as this place was opened it was getting mentioned, I heard Tony Blair mentioned it in 
the Houses of Parliament, and we found it was getting attention from all over the 
country (interview transcript, page 10). 
The `ownership' that the tenants felt became visible to me during my time spent at FACT. It 
revealed itself through the relatively unplanned, everyday comings and goings of the tenants, 
which enriched and enlivened the ebb and flow of activities and events taking place within 
the building, whilst the Tenantspin webcasts provided a premise for this social interaction, it 
was not the sole purpose to it. Many of the tenants could be seen, on different occasions, 
training or talking in the upstairs offices, chatting to staff, meeting for lunch in the cafe, 
attending film nights or other events, or playing board games in the bar area. Tenant John 
McGuirk described the personal significance of his informal interaction with the space in 
terms of 'escape', 'companionship' and of being 'at home' within FACT. 
It was a chance meeting of like, meeting someone you like.. . when 
Tenantspin are here 
we interact with FACT people brilliantly, and sometimes you forget there's Tenantspin 
and FACT here, you think you're FACT and not a tenant! So it's been a good 
companionship, everybody's lovely, they're all polite, they're all understanding, they're 
easy-going, they're easy to get along with ... so it's a 
blessing for us to be here in FACT 
(interview transcript, page 11). 
Well, I spend more time in the building that I'm expected to really, because as I 
say... we have designated days when we do specific things err, Tuesday is a training day, 
Alan might say to me "are you doing anything on Thursday, fancy coming down, 
there's this event happening", but I don't, if that wasn't at FACT, it's an escape for me, I 
live on me own on a housing estate, it's just an escape for me to come down, walk into 
the building ... and I might get involved, with Alan or something or 
have a talk, or give 
us a briefing on somebody that's coming up on a later date, so I attend here virtually 
four days a week but always in a capacity, sometimes as a visitor to drop in and say 
hello, and then we'd chat over things, formulate something that's coming up, talk about 
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something that went, were there any problems, did anything go wrong? So you know, 
it's become like a second home to me in one respect (interview transcript, page 7) 
The attachment of the tenants to the FACT building as more than just a venue for Tenantspin 
was further highlighted by their reaction to the building of a new, purpose-built studio by 
Arena Housing, in the community centre of the inner-city Sefton Park estate, where several of 
the tenants lived. John described a collective unease that met this development, 
we have got a purpose built studio at Sefton Park at the community centre, and to be 
honest with you, although we wouldn't say it to Alan, Tenantspin when we were sitting 
talking up here, and meself, I said, "I'm feeling a bit disquiet about this, I've got to like 
this place" so err, Sefton Park's lovely and that and I'll make no mistakes about that, 
we'll be working from both venues and that's settled us all, and I think that's the way it 
should be because... see this place here, being in the city centre, all the Tenantspinners 
live in a circle round the city centre so this is like a communal - you come here, for me, 
I live in Bootle (interview transcript, page 11-12). 
These relatively day-to-day activities and interactions, through which the tenants have 
developed an affinity for the FACT building, might be thought of as part of the 'funny liquid' 
or'fluid' that Alan described as seeping through every corner of FACT. This 'fluid' can also be 
seen as playing a role in shaping the afterlife of the FACT building in terms of the 
relationships it helps to build with artists and other guests visiting or working with FACT. The 
tenants form an alternative point of contact for such individuals to engage with their host 
organization. The tenants occupy a unique position, both inside and outside of FACT, 
investing in the space and the webcasts, as well as looking outwards, involved in the wider 
issues affecting the city. So it can be seen that Tenantspin is about much more than therapy, or 
`giving tenants a voice', and that the tenants contribute considerably to the twofold character 
of FACT; simultaneously forward looking and aspirational, and firmly grounded in its local 
surroundings. These attributes, and the integral role of Tenantspin to these, are explored in the 
final section, through interviews with the tenants as well as observations and experiences 
drawn from my research diary of doing participant observation in the FACT building. 
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This earliest incarnation of the group as a social housing forum meant that Tenantspin 
emerged from an issue-based initiative. Over time, however, the city's tower blocks began 
to be refurbished or demolished. The tenants who felt strongly about keeping the project 
going were faced with a choice, as founding member Steve Thomas recalled, 
When it first started up, it was just tenants talking about tenants' involvement in tower- 
blocks, and so on, and we were asking the chief executive... 'why have you made this 
decision to tear down our tower-block? ' and so on, ... 
(but) tower-blocks in Liverpool 
were beginning to be torn down and turned into bungalows and so on, and there were 
less questions to ask of the management, so we either had to close down, or change our 
direction (interview transcript, page 6- 7). 
The tenants began to diversify, innovate, to look outwards at other issues they wanted to 
discuss, beside their focus on social housing, which was beginning to lose its pertinence, or as 
tenant Mavis Thomas reflected, "getting a bit stale". Steve further explained, "now it's really 
expanded and we're doing a lot more entertainment stuff". For fellow member John McGuirk, 
this was also necessary to retain the interest of the tenants. 
I used to make this point, I said, if we've got people who are just volunteers like, and 
they're just part of the community, they stick around for so long but if it gets too serious 
and too... I said we've gotta -I actually said - we've gotta introduce a bit of light- 
heartedness into it" (interview transcript, page 16). 
Tenantspin has gained momentum to become much more than an issue-based project, 
retaining an interest in social housing issues (through the 'Ways of Living' editorial strand), 
whilst balancing this with other topics and entertaining issues. This ability to adapt 
demonstrates an aspirational quality and forward-looking stance, which was intensified when 
the group moved into the FACT building and met with a like-minded group of people, who 
were looking to the future of Liverpool. Alan Dunn recalled huge sense of optimism and 
possibility that he felt at that time, 
I had that huge ambition when Tenantspin came first of all through FACT and 
Superflex... this fantastic level of ambition... not ambition in terms of y'know, numbers 
involved or... just had an ambition for a set of ideas or a belief, or an ideology and a set 
of people and a set of equipment, just had this real kind of high ambition. I remember 
in my first week in the job being pulled into Eddie's office, y'know the director in 
FACT, and he said 'we've got high hopes w'Tenantspin and we want it to become a 
national or Europe-wide or global - to be known for the right reasons, and had that 
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really good level of ambition so it also went beyond Liverpool" (interview transcript, 
page 14). 
In this case, Dunn articulates this ambition not as corresponding to any specific set of objective 
or outcomes, but as a more indeterminate and blurry disposition or sensibility anticipating 
what is yet-to-come, or what may be possible. This is not something confined to himself, but 
informs his interactions with Eddie Berg, as manifest in their talks of `high-hopes' for the 
project. 
In terms of the tenants, this aspirational and forward-looking disposition was clearly evident 
during our conversations, expressed in relation to concrete events planned for the future. For 
example, John told me about the group's plans for the coming year (2007), 
We've got an idea for next year, starting early next year... and we are really going to 
apply ourselves, and we're going to spend a lot of time, and we're going to study, and 
we're gonna try and do a story that involves Bold Street - out there - cause Bold Street 
has a history in Liverpool... and we're gonna try and involve every establishment, 
every shop that's in the street" (interview transcript, page 14). 
At the same time, it was articulated as a more vague sense of optimism and aspiration. For 
example, when I asked tenants Steve and Mavis, at the end of our interview, if I had neglected 
to raise any important issues, their immediate response was where the tenants imagine the 
project in 10 to 15 years time. Steve said, 
Where do I see us in 10 or 15 years time? I would hope to be challenging the small ones 
or the big ones... possibly doing mainline broadcasting... if we go digital, so you can get 
it through your digibox, or freeview, or whatever (interview transcript, page 12). 
Looking forward, and outwards, had become a key aim of Tenantspin, as Alan Dunn 
explained: 
We try to keep it non-nostalgic and non-reminiscent... some of the best things that 
Tenantspin's done have been when it's looked forward... reminiscence projects have 
their place, but only if it's balanced with things, y'know that do take risks and look 
forward and say'is this going to be a major European city in 40 years? ' and if it, all those 
debates for the future equally need to be taking place (interview transcript, page 17). 
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The very nature of the webcasts means that Tenantspin is projected out into the wider world. 
Being live online, their discussions are transmitted globally and, as they informed me, the 
group had received emails from as far afield as Australia and America. The tenants had 
travelled to many different places to give presentations and to meet and advice other groups of 
tenants on how to set up similar programmes (such as during a visit to New York). In having 
one fit inside and one foot outside of FACT, Tenantspin acts as a bridge between the centre 
and its surroundings. They bring in a set of views and opinions that are not 'of the institution', 
and ensure these are woven through the various projects that FACT becomes involved with. 
They ensure that the centre, in a wider sense, not just reflects but plays a critical and active 
role in reshaping the city's identity and image. 
As an activity based partially within FACT and partially at Sefton Park; which is funded by 
both FACT and Arena Housing; which discusses both art, regeneration, housing issues, current 
affairs, Liverpool, as well as irreverent and off-the-wall topics; and which began life as a high- 
rise tenant's group, Tenantspin serves to blur the boundaries of the FACT building. Tenantspin 
sits both inside and outside the FACT building, both in the inner and, relatively, outer city, 
both within the art-world embodied by FACT, and resolutely outside of it. The project is not 
only'of FACT', but also contributes to and changes this architectural event-space in return. As 
such Tenantspin raises questions about the boundaries and extent of architectural event-space. 
Tenantspin strengthens the event-space of FACT by giving it consistency through the pattern 
of webcasts and training sessions, as well as through the conversations it encourages between 
different groups of people linked to FACT - artists displaying work there, users, creative 
workers based in the city and visiting from elsewhere. Furthermore, this strengthening isn't 
about looking inwards, as Tenantspin helps to multiply and convey the 'Scouse Contemporary' 
mood to other places and people. Such blurring of a building's physical limits is of key 
importance to the non-representational argument that buildings are not just brute physical 
matter, but are also ambient, affectual event-spaces. The Tenantspin case-study highlights that 
architecture is not simply 'given' but open to change as it is constantly enacted anew, and that 
buildings are thus not merely end products of urban regeneration but constantly open to 
renegotiation. At the same time, buildings are neither solely the outcomes of embodied 
practice, but reveal themselves and exert their presence through these practices. This mutual 
and co-dependent body-building relationship was expressed by Alan Dunn's description of 
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Tenantspin as a 'liquid' that seeped into and affected every aspect and corner of FACT and 
beyond, rather than being a discrete activity taking place across the passive backdrop of built 
space. The `inside' and `outside' of FACT can therefore not be seen as distinct and mutually- 
exclusive spaces, but rather as different realms of the event-space that are continually crossed, 
woven together and renegotiated. It is in this process of seepage that the affectual economy of 
a building is generated and transmitted to the wider city. 
(6.6) Chapter Conclusion 
This chapter has discussed two organizational, programmed modes of going-on centring upon 
FACT building, specifically practices of 'curating' and `collaborating', and has interrogated 
how these cultivate the affectual economy of the building and also work to mediate and 
choreograph the architectural event-space as it is populated by more `raw' body-building 
encounters by extending, funnelling or refracting these in different directions. In considering 
this, the chapter has further developed the notion of FACT as event-space, considering how 
the building can be seen to foster the Scouse Contemporary style in the everyday, here-and- 
now, and the work done by the organisational practices of the space to contribute to this. 
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7. CONCLUSIONS 
(7.0) Chapter Introduction 
This thesis opened with the contention that geographical inquiry has failed to fully get to grips 
with the subject of urban architecture, and has been concerned throughout with redressing 
this state of affairs. This conclusion now provides an opportunity to reiterate the main issues 
raised and explored throughout the preceding chapters, before presenting the main findings to 
emerge from these discussions. The chapter also begins to contextualise the thesis within 
wider current debates about architecture and urban regeneration and, finally, offers ideas for 
how its key arguments might be taken forward and built upon in future research. 
(7.1) Reiterating the Key Thesis Points 
Chapter Two explored the reasons for an evident lack of geographical work on architecture. It 
argued that this was largely due to the wider ways in which the discipline has imagined, 
defined and researched urban space as an object of study. This was demonstrated in relation to 
two major geographical perspectives concerning this: cultural geographies of the `everyday 
ciy, and geographies of the built urban environment/ urban landscape. These reviews of 
different areas of the geographical literature revealed that existing urban geographies have 
failed to acknowledge the close co-production of bodies and buildings, as they have separated 
out, and set in operation, urban experience and architectural form. Cultural geographies of the 
everyday city have neglected the architectural (questions of 'form') in favour of micro-spatial 
embodied practices, whereas geographies of the built urban environment have over- 
determined the role of broader, external forces in shaping the physical form and, implicitly, 
the uses of buildings. 
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This contention provided a platform for building a conceptual approach that allowed for a 
close and intensive reading of architectural space, and which attended to the interrelatedness 
of architectural form and experience, and which took seriously the productive potential of 
architectural space, and this formed the task of Chapter Three. 
In this discussion I stressed that, in order to do this, a geographical approach that asserts the 
taking place of body/building encounters was of critical importance. Attending to this would 
involve doing more, crucially, than producing accounts of architecture that simply layer 
embodied practices over buildings, which are thus rendered as backdrops against which 
various situations and activities take place. Therefore the discussion drew upon geographical 
non-representational theory, which offers a processual ontology of event and encounter. This 
offered a way of getting back to the very building blocks that constitute the architectural: for 
emphasising the body-building encounter as the most intimate and primary means by which 
we shape, and are shaped in turn, by the buildings we inhabit, pass through or pass by. It 
provided a means of attending to the productive potential of buildings to become differently to 
how we might expect. It also, through an attention to transpersonal intensities of feeling, 
affects, moods and attitudes that `shadow' daily life, suggested a way of thinking about how 
these architectural experiences might contribute to the affectual economy of a building on a 
massive scale, overflowing the walls of the space. 
Chapters Four, Five and Six then formed a trilogy of stories about the Foundation for Art and 
Creative Technology in Liverpool (or FACT) that focused in intensively upon this building as 
an exemplar for mobilising this new event-based geographical approach to studying urban 
architecture, and in order to draw attention the urban cultural centre as a new, and important, 
kind of urban building for shaping everyday experiences of the city. These worked in sequence 
to move conceptually through inflows - flows - and outflows to/ within the space of FACT, by 
being focussed upon the prospecting, architecting, and afterlife of the building, respectively. 
Chapter Four addressed the emergence of the FACT centre in Liverpool's urban landscape, 
asking, `what were the key processes by which the building came to assume its material 
presence'? I argued that this event could not merely be read as a predictable outcome of 
Liverpool's urban planning terrain, nor solely as the implementation of a clear set of 
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construction procedures. Instead, the discussion explored the becoming-infrastructural of the 
FACT centre as the concretion of a more expansive and elusive bundle of passions and energies 
that, in turn, imbued the new building with a particular, novel mood or style (defined by 
FACT's founder Eddie Berg as `Scouse Contemporary') that was being fostered by Liverpool's 
experimental avant-garde arts scene at the time. This 'style' was located within, and traced 
empirically via, some of the early activities, programmes and exhibitions run by FACT's 
precursory organisation, Moviola, and in this sense the FACT building was affirmed to have 
further channelled, but also propagated in different directions, these affectual energies afoot in 
the city. Mapping out this `affectual economy' in turn provided a context in which to locate 
the urban planning terrain surrounding the prospecting of FACT, and in doing so set the scene 
for interpreting the building as an event-space: its construction not closing down but rather 
opening up an array of unforeseeable possibilities, as well as foreshadowing particular modes 
and manners of going-on that endured long after the formal building process was completed, 
which the following two empirical chapters proceeded to address. 
In Chapter Five I stepped into the 'here-and-now' of the FACT centre, offering an event-based 
reading of the building's architecture in order to question how we might understand 
architectural form? Taking forward the idea of FACT as the concretion of the Scouse 
Contemporary, the discussion focussed on how this style was fostered, and added to day-to- 
day, by the FACT building's materiality, and explored this by attending to the immediate, 
intimate, moments of encounter continually being cultivated within the space. This, then, 
advocated a relational notion of architectural form: contending that architectural knowledge is 
not embedded within a building's physical materiality waiting to be excavated. Likewise, nor 
does the body of the analyst, visitor or passer-by mark the focal point of architectural 
experience. Rather, architectural experience is registered via subtle or more hard-hitting 
intensities travelling across the bodies that are enrolled in the building-event: it inheres 'in- 
between', distributed across a diaphanous, virtual realm that is located amidst building and 
body. Furthermore, the discussion proposed an 'expansive' notion of architectural form, 
stressing that this encompasses more than the tangible, fixed, and constant, and also 
incorporates an expansive crowd of incipient energies, attitudes and intensities (of feeling or of 
perception) that both choreograph, and are generated, channelled and inflected in turn, by, a 
building's materiality. Drawing inspiration from Brian Massumi (1998), the FACT building 
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was explored as `unresembling' and `asignifying', not so much representing or communicating 
certain meanings, but rather `catalysing newness' by'multiplying experiential potential'. 
In chapter Six, I shifted focus towards two more programmed and organized modes of going- 
on at FACT: namely curating and collaborating. In doing this I interrogated how such 
activities further cultivated the affectual economy of the building, and how, in this, they also 
worked to mediate and choreograph the more `raw' body-building encounters evidenced in 
Chapter Five, by extending, funnelling, or refracting these in different directions. This also 
brought the thesis into confrontation with some political issues surrounding the advent of 
event-spaces, which I will comment upon further in the final section of this concluding 
chapter. 
(7.2) The Challenges of Writing Event-Space and Methodological Suggestions for Future Research 
Within this thesis I have adopted a methodological approach to event-space that stresses our 
endless physical, emotional and sensory connectivity to urban architecture. The empirical 
portion of the thesis formed an experiment for thinking about how our bodily enrolments in 
built spaces can be sensed, registered, articulated and re-presented: about how the event-space 
might be written or re-presented. I used two particular tools in writing the three stories about 
FACT that comprise the empirical portion of this thesis: style and emphasis. Firstly, in 
choosing to construct an evocative literary style of narrative I wanted to 'show' rather than 
`tell about' FACT, or to describe/ expand rather than explain/reduce the building within my 
writing. I sought to involve the reader by offering a vivid, sensual, dramatic insight into the 
space as it unfolded for/with me, as opposed to assessing the space against pre-defined ideals 
about what certain types of urban built space are expected to be and do (as I detailed in 
Chapter Two), and then attempting to justify these to the reader. My stylistic decision to 
'show' rather than 'tell about' FACT was also political, as I used it to strengthen my empirical 
argument that the building does not so much represent 'the new' but rather catalyses 
experiential newness, reinforcing the non-representational idea that buildings are not just 
caught up in urban political economies but also within affectual ones that are just as 
important. Secondly, in seeking to capture the non-representational import of architecture I 
have made choices about emphasis, as I have prioritised those architectural experience that are 
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most immediate, marginal, fleeting, emergent, and often only half-seen or glimpsed - which 
elude `official' representational stories about buildings and about the city - yet are of primary 
importance in shaping our experience of these spaces. Of course, matters of emphasis are 
consciously deliberated by anyone writing an academic study. 
How successful these tactics of style and emphasis have been in writing a non-representational 
story about a facet of cities (architecture) that geographers have almost exclusively seen as 
representational, is a question for those reading this research to decide. Thinking more 
broadly, however, there is a tension inherent in the fact that the empirical research into FACT 
has largely been generated via representational methods (diary writing, interviews, 
ethnographic work); and the use of the findings of these methods to write an event-orientated, 
non-representational geography of FACT. It might be said that in trying to capture those 
components of everyday life that sit at the edge of our conscious contemplation, (or which we 
feel profoundly yet struggle to put into words), that no matter how we work at mastering our 
story-telling skill and style, the very act of translating experiences and encounters into the 
written word and the page drains their very energy and immediacy, rendering static what is 
emergent and continually on-the-go. What kinds of methodological approach might be better 
at expressing the energy, atmosphere and buzz of the event-space that those used in this 
research? I do not believe that it is beyond the realms of representational methods to express 
non-representational phenomena, however they have to be used creatively in order to do this 
successfully. In addition to representational methods, creative writing forms such as poetry 
and journalistic pieces, or essays using new technologies such as photographic essays and video 
diaries, might all be ways of better capturing the immediacy of the event-space by recording 
gesture, movement, sound, and so on. In future research, methodological innovation is 
important in thinking about how best to evidence and re-present event-space. 
Secondly, there is the issue that I chose to write the sensate story of the FACT building using 
my own experience as opposed to a wider field of experiences of others. Similarly, in putting 
pen to paper I was constantly making decisions about what to record and what not to record, 
ignoring a myriad of different happenings, people and encounters within the FACT building, 
although those things that seemed interesting or significant to me represented just one of an 
infinite array of stories that could be told about FACT. Whilst this is the case for any 
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researcher working `in the field', especially in an environment as busy and lively as FACT, 
these questions are especially pertinent here as I have pushed from a starting point the 
excessiveness of event-space, it's continuous emergence through the myriad bodies moving 
within or past a building. What about the hundreds of other individuals using the space? What 
about their experiences of FACT? How did these feed into collective feelings, into the mood or 
atmosphere of the space? What kind of views might challenge those held by myself about the 
building, as detailed in this thesis? 
These are all crucial questions to be tackled in future research in a non-representational vein, 
questions that cannot be resolved by tools of style or emphasis alone. I suggest that attending 
to the sociabilities of architectural event-space might be done via collaborative story-telling by 
a group of a building's inhabitants or users. This would not be the same as a focus group where 
discussion is based around a series of questions, but rather would unfold more like a collective 
oral history in which common terms and references would be developed thus facilitating 
shared meaning-making. Conversations would be based around a particular experience such as 
visiting an exhibition (in the case of FACT), which the researcher could shadow. Then a 
discussion session could be organised around some key concepts decided upon by the 
researcher and/or the participants. The final narrative could be constructed from vignettes 
written by group members, using the specialist vocabulary and themes co-produced, as well as 
transcripts of the story-telling groups, with the researcher weaving an analytical thread and 
narrative through these. Such a methodology would allow a wider range of voices to be heard 
in researching event-space. Shadowing would also allow the researcher insight into the 
thoughts and feelings of a building's users 'in-the-moment' rather than as reflected on 
afterwards. 
A further methodological point to be reflected on is how the event-space geography of this 
cultural industry building could translate to more mundane regeneration projects or different 
types of building? Although the new public cultural building `FACT' has been the focus for 
this research, event-space geographies could be written of many other urban architectural 
forms. Key to an event-orientated approach is, I have argued, the conceptual stance that body- 
building encounters form the primary moments through which the material ('concrete'), 
affectual (sensory) and ephemeral (practiced) dimensions of architecture converge, are played 
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out and are registered. Through this, buildings are key spaces for developing 'life knowledge', 
which is generated through the experiential newness that architecture affords. In terms of 
generating life knowledge, embodied, sensory experiences are the primary means through 
which we (make) sense (of) the various architectural spaces that we inhabit or pass by in our 
day-to-day lives. These experiences are relational productions in which the physical 
architectural space asserts its presence as much as the body that it houses or channels does. 
This counters the prevalent idea reflected in current geographical research, that the built 
environment plays a key role in maintaining the dominance of 'power knowledge', a form of 
knowing that is angled towards controlling and directing the everyday city. These key tenets 
of this research could be considered in relation to any urban building. For example, an event- 
space geography of any urban building could be initiated by emphasising its various 'raw' 
body-building encounters, such as impressions of light, air and colour; textures and forms that 
stand out to the eye and are registered through touch and movement; the aural architecture of 
a space; and the ways that a configuration of materials channels bodies and heightens or 
dampens the senses and mood or atmosphere. These seemingly minor events are the building- 
blocks of any architectural event-space. 
In this research, these building-blocks then took on further layers of meaning, or were cut 
across and enriched by, more formal facets of the FACT building. For example, FACT is a 
purpose-built, public arts and cultural centre; the building housed 'new media' artworks and 
distinct collaborative and curatorial ways of working; FACT echoed and embodied the wider 
planning context of Liverpool as well as its avant-garde artistic history. The second and third 
empirical chapters of the thesis showed how these characteristics of the FACT building 
somehow folded into and shaped the architectural event that I, and others, enacted in the 
here-and-now. There are many questions that could be asked of other urban buildings in order 
to empirically explore the architectural event-space like this, by drawing together its material 
('concrete') immaterial (affectual) and ephemeral (practiced) dimensions in the following 
empirical questions. First, what are the banal mechanics framing the building in question? In 
other words, how are bodies channelled by the space, through it's material configuration 
(internal arrangement); the demarcation public and private areas, the routes taken by 
corridors, staircases and lifts; the positionings of entrances, exits, walls and partitions? How do 
new materials, technologies and building techniques expand these possibilities? What 
170 
Chapter 7: Conclusions 
temporal rhythms are established by the building through its varying patterns of accessibility, 
of opening and closing? How is movement through and within the building (ephemeral 
practices) framed by diurnal timetables, how are comings and goings, and meetings of bodies, 
facilitated or suppressed by weekly or seasonal scheduling of the space? How strong or weak 
are these patterns and what collective atmospheres do they evoke (immaterial affects): relaxed, 
buzzing, formal and intimidating? How do all these relate to the story of the building's 
emergence in its current location? 
Furthermore, what kinds of happenings are associated with a building? Has the space housed a 
particular collective, an interest group, society, movement or 'scene', or has it been equally 
shared by all different sectors of the community? Do any memories of such activities and 
associations live on to the extent that they continue to shape the feeling of the building or are 
they only faintly remembered? If the memories endure, how do they do so - through a 
pilgrimage or nostalgic trip by bodies in the here-and-now, or by the attempted recreation or 
resurrection of these activities (such as a refurbished theatre or cinema)? Or, have affectual 
flows from elsewhere come in, as a space is colonised by new users? Has an atmosphere been 
lost over time, as a building becomes obsolete, forgotten or marginalised and certain practices 
that once held the space together now dissipate? All of these issues concern how event-space 
architecture ties into and is generative of wider affectual economies. 
The suggestions made above are by no means an exhaustive list, but they demonstrate the 
potential of event-space as both a conceptual and methodological approach in studying a range 
of buildings. In relation to urban regeneration projects, this strengthens my contention that 
these are not just relatively homogenising spaces that represent `the new', and which channel 
sensory experiences to a pinnacle point around a particular view or activity. Rather, they can 
be seen as catalysing experiential newness. 
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(7.3) Key Findings and Situating the Thesis within Wider Debates 
What precisely, then, is a building read as event-space? Throughout the empirical portion of 
the thesis, this has been exemplified as a dynamic density of affects (energies, attitudes, 
intensities) distributed across and played out from a realm located 'in-between' body and 
building. An event-space is, at any given time, a concentrated mixture or composition of these 
affectual forces, which has achieved and sustained a degree of spatio-temporal consistency - 
perhaps through a set of organisational practices and styles that channel, coalesce and stretch 
out certain affectual modalities/ tendencies: or, perhaps through the taking place of planned 
and unplanned activities: an exhibition or a film screening, a meeting or just whiling away the 
time, any of which may intensify, dampen, or throw off course, a building's affectual 
arrangements/ attunements. The three facets of event-space (the material or 'concrete', the 
immaterial or 'affectual' and the ephemeral or 'practiced') come together, and are registered, 
through our bodies as we negotiate architecture and take part in the kinds of organisational 
practices listed above. This is not, however, in the sense that they are reconciled or resolved. 
Rather, the continual emergence event-space marks our endless connectivity to urban 
materialities and our enrolment in them, and emphasises that buildings are spaces where the 
production of 'life-knowledge' is abundant. From the very beginning of this thesis, I made a 
case for prioritising 'life knowledge' over 'power knowledge' (Dewsbury, 2003). 'Life 
knowledge' refers to embodied ways of knowing the world forged through micro-spatial 
practices, gestures, encounters and sensations. These perceptual and sensual events may lie on 
the edge of our conscious contemplation, or they may affect us in more hard-hitting ways, but 
either way 'life-knowledge' forms the most primary and immediate means through which we 
(make) sense (of) the world, add to the unfolding of the world, and in turn come to know 
ourselves and others. 'Life knowledge', which I have prioritised in this research, is opposed to 
'power knowledge'. 'Power knowledge' is less attuned to emergence and moments of 
becoming, and instead focuses upon broader, more structured and directly observable ways in 
which the self is known, scripted and categorised by (and oriented towards) various legal, 
bureaucratic, economic and political logics. In prioritising 'life knowledge' my key aim was to 
challenge the prevalent tendency within urban geographical research, to read buildings in 
terms of 'power knowledge'. 
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As urban architecture generates life-knowledge and affectual economies, a building must be 
able to undergo the "constant... fluxes of transformation" (Braidotti, 1998: 227) that these 
provoke, and must retain the ability to "sustain the shifts without cracking" (Ibid). A building 
event-space must undergo, but not be overwhelmed by, the irresistible tendency to un-form. 
Doing this depends upon the strengths of particular building's framings, on its ability to police 
the relation between its 'inside' and its `outside'. This question of borders and framings is, in 
itself, one that the thesis has perhaps not explored enough, however it raises a series of wider 
points that can be reflected upon here. As these 'inside' and `outside' realms of a building are 
continually permeated and transgressed by the circulation of affectual currents, it is imperative 
to question whether these permeations and transgressions are working in supportive or 
debilitating capacities. Where, why, and how are these affects rising up, via what means and to 
what ends? Who or what is channelling them and how do they work to shape the relation 
between a building and the wider city, and beyond? In other words, in the face of affectual 
forces that may enact a great many different architectural modes of becoming, we are forced to 
consider what the political import of these affectual forces may be. This line of questioning is, 
in turn, vital in order to revisit the issue of 'life knowledge' versus 'power knowledge', which I 
introduced at the very start of the thesis, and to consider the political import of He- 
knowledge'as a key outcome of event-orientated geographies of architecture. 
Nigel Thrift argues that a new `urban politics of affect' is indeed emerging in the contemporary 
city. However, rather than seeing this as a move that affirms life-knowledge, in the sense that 
academics and urban inhabitants alike are becoming more tuned into, and aware of, the 
primary nature of body-building experiences in shaping urban knowledge, and the capacity for 
building new worlds based upon this life-knowledge. Thrift is more pessimistic, as for him an 
awareness of urban 'affect' is instead being seized upon by what he terms the city 'rich and 
powerful', seeking to maintain their elevated social and economic standing by exerting control 
upon urban populations in ever more insidious and hard-to-pin-down-and-account-for ways. 
Thrift believes that this 'elite' class of urban actors are more and more developing an 
awareness of how to harness and manipulate affect for financial and political gain, as well as 
seeking the methods to realise this objective. Thrift argues: "affect has become a part of how 
cities are understood. As cities are increasingly expected to have 'buzz', to be 'creative' and to 
generally bring forth powers of invention and intuition, all of which can be forged into 
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economic weapons" (2004b: 58). Furthermore, "whereas affect has always, of course, been a 
constant of urban experience, now affect is more and more likely to be actively engineered" 
(Ibid), with the result that "in at least one guise, the discovery of new means of practicing 
affect is also the discovery of new means of manipulation by the powerful" (Ibid). This poses 
the question, through which precise means is this manipulation of the urban through 
knowledge of affect being played out? In relation to the first of these, Thrift argues that urban 
space is increasingly being designed: 
... to produce political response. Increasingly, urban spaces and times are 
being designed 
to invoke affective responses according to practical and theoretical knowledges that 
have been derived from and coded by a host of sources. It could be argued that this has 
always been the case - from monuments to triumphal processions, from theatrical 
arenas to mass body displays - and I would agree... But what I would argue is different 
now is both the sheer weight of the gathering together of formal knowledges of 
affective response... The result is that affective responses can be designed into spaces, 
often out of what seems like very little at all. Though affective response can never be 
guaranteed, the fact is that this is no longer a random process either. It is a form of 
landscape engineering that is gradually pulling itself into existence, producing new 
forms of power as it goes (Ibid: 68). 
Here, Thrift posits affect as one of the latest means through which capitalism seeks to colonise 
urban lives and subjectivities, and in turn reproduce and reinvent itself. Thrift exemplifies the 
ways in which spaces (buildings) can be designed to suggest certain affective response in 
relation to the new `Prada' shop, designed by architect Rem Koolhaas, in New York. There, 
Thrift argues, every single detail, every aspect of the building's interior, has been purposefully 
designed to radiate a deeply potent affective allure - glamour - and this betrays a wider 
ambition (although he does not specify by precisely whom, or to what ends) "to produce 
spaces in which every surface communicates something" (2008: 17). In other words, the body- 
building encounters generated by this particular architectural event-space through embodied 
sensations, emotions, gestures and interactions, does not constitute 'life knowledge' through 
which we might expand and multiply modes of experiential newness, or new ways of 
inhabiting urban space, but rather is appropriated by `power knowledge' as the building is 
instead orientated towards encouraging, through sensory stimulation, certain types of 
predictable behaviour, namely purchasing luxury items. 
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Following Thrift's thinking in relation to FACT, might it be said that the myriad exemplars of 
'life knowledge' that I observed and experienced there can simply be interpreted in terms of 
some broader, sinister 'Cultural Planning' agenda, and could the building's affirmative `Scouse 
Contemporary' disposition be displaced by other, harmful, affectual resonances and currents? 
As I stated above, whether or not this transpires depends upon the strength of the framings of 
the event-space both now and in times to come, and as such, this research cannot answer this 
question for certain. I do not, however, buy into Thrift's charge that affect may constitute the 
latest means by which urban (including architectural) space is becoming ever more cultivated 
and populated by capitalist forces. The notion of event-space as I have explored it here 
provides, contrary to what Thrift believes, a way for geographers to move away from merely 
considering the applications of architecture - their functionality, financial value, visual impact 
and symbolism, and usefulness, (or in other words their role as instilling `power knowledge' in 
those moving through or past them), all of which pertain to the urban political economy. 
My experience of researching FACT attests that architectural event-spaces (as concentrated 
mixtures of affect), can operate, and be interpreted, in more positive and munificent ways than 
Thrift's forewarnings suggest. Realising this involves future geographical studies of 
architecture interrogating more thoroughly the roles and agendas of architects themselves. Do 
they really correlate to this vaguely defined 'urban elite', as Thrift proposes? In the empirical 
research that I carried out at FACT, in which I attended closely to the centre's architectural 
process and the artists and key individuals involved in this, such a proposition simply did not 
ring true. I did not believe that the building's design team were aiming to engineer affect into 
the space for cynical purposes (of course, ensuring financial viability is a necessity with any 
new building, but this doesn't take place to the detriment of all other dimension of the space). 
As Clive Barnett notes, "this leaves aside the question of the circumstances in which being 
`manipulated' is a bad thing, politically or ethically" (Ibid: 198). Barnett stresses that 
"Excitement, joy, fear, hope, love, surprise ... 
have no a priori political valence at all. This 
depends on what it is they are mobilised around or attached to" (Ibid: 198). This draws 
attention to the positive potential of urban architecture to inspire enjoyable, trans-personal 
affects and pleasurable patterns of sociability, all of which could just as easily be read as forms 
of 'manipulation' as the more critical examples that Thrift provides. It also highlights the need 
to go beyond envisaging the `rich and powerful' and realise a more nuanced reading of who 
175 
Chapter 7: Conclusions 
the key actors involved in mobilising this politics may be. Doing this is critical for emphasising 
and expanding 'life knowledge' through architecture, rather than falling back on ready-made 
notions of the political economy/ 'power knowledge' to construct predictable and pessimistic 
stories about the future of urban buildings. 
For example, in emphasising 'life knowledge' through studies of urban architecture there may 
be fruitful engagements to be made between geographers and architects, architectural theory 
and practices: new avenues of dialogue that could be opened up. After all, affect is nothing 
new to architects and architectural design, nor is it the sole preserve of public cultural 
buildings. In addition to the design of Liverpool's FACT centre, one might think one last time 
of Barcelona's captivating Modernste buildings of Catalan architect Antons Gaudi, which can 
be seen as event-spaces in that they are designed precisely with a logic of affect. These 
breathtaking spaces utilise all manner of colours (blues, greens, white, terracotta and 
burnished metallics) and materials (glass, ceramic and glazed tiles, wood and metalwork) to 
shape idiosyncratic and asymmetrical forms suggestive of growing organic life. On their 
construction, and even now, their presence in the city's urban landscape invoked 
unprecedented sensations of awe, disbelief, passion, even ridicule. 
In the contemporary context architect Stephen Holl, drawing on phenomenological modes of 
thought, designed Michigan's Cranbrook Institute of Science to evoke affectual events by 
affording moments of 'physical intensity' by "creating constructions of space, materials and 
light that transform our day-to-day experience by sensitising our consciousness to... 
engagement in the immediacy of sensory experience", (Temple, 2006: 255). This is achieved, 
for example, by manipulating infiltrating sunlight to express "its varying penetration over the 
course of the day", and, "as the sun moves across the sky, no room is perceived the same way 
twice" (Ibid: 256). The application of many fine layers of plaster to the interior walls means 
that the "thinly veiled layers interact with and vary colour and light reflectance" and "the 
surface appears to change depending on one's proximity" (Ibid: 257). Both of these examples 
show that individuals Thrift might assume to be involved in the imposition of 'power 
knowledge' through design and the control of urban populations through construction, may 
instead be eminently concerned with affording event-space and'life knowledge'. 
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Others may take this manipulation as a point for concern however to me it suggests that there 
are exciting possibilities within current architectural design to aim not so much to engineer 
certain affects into spaces, but to engineer the possibility of affects - without seeking to 
control either precisely what these might turn out to be, or how people will experience them. 
This concern with emergence, potentiality and uncertainty is precisely the style of `life 
knowledge'. In other words, it might be that affect is providing a means of designing openness 
into architecture. Furthermore, through initiating dialogue with architectural theorists and 
philosophers, and working with new building techniques and materials, some architects are 
now seeking to design immersive sensoriums that captivate and heighten all the senses 
through the creation of new affectual atmospheres. It is questionable whether architects are 
seeking to instil control, indeed there are indications that architects are becoming more aware 
of the idea that they are enrolled in the design process rather than the sole figure behind it, 
that they are not, nor do they seek to be, fully in control of this. This reflected in the words of 
Tschumi, who argues, 
I do not think it is very important to discuss `what buildings look like'. It is what they 
do that is important. Architecture is about identifying and actualising potentialities. 
Architecture is never static; it is always dynamic. Architecture is about the meeting of 
mutually exclusive terms: concept and experience, virtual and real, envelope and body. 
That meeting takes place in an in-between, an interstitial space - but that space is 
not... geometric, not merely physical (1998: 240). 
Elizabeth Grosz argues that architecture proceed through a logic of invention: 
Instead of requiring logical certainty, the guarantee of universal validity ... such a logic 
would instead require ingenuity, experimentation, novelty, specification, and 
particularity as its key ingredients. It would not seek to be certain but rather to incite, 
to induce, to proliferate. Rather than direct itself to questions of consistency, coherence 
and regularity, such a logic would focus on an intuition of uniqueness, the facing of 
each situation according to its specific exigencies, the openness to failure as much as to 
innovation (1998: 250). 
This is important because event-spaces thus cultivate and refract affective intensities that "act 
on bodies, are produced by bodies, and are transmitted by bodies" (Lorimer, 2008: 552) and, 
through such transformative moments (be they modest or profound) both the building and the 
bodies moving past and through them are continually made and remade anew. 
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(7.4) Final Departure Points: Moving the Thesis Forward 
A final and more general point that I have reflected upon throughout the duration of this 
research, and which seems a fitting departure point for the thesis, is: what are the possible 
roles and responsibilities ofgeographers who seek to engage with architecture in the context 
of the contemporary city? With this question in mind, I have returned time and again to Alan 
Latham's paper that addresses contemporary urban-orientated geographies. In this, he reflects: 
Contemporary urban theory is marked by a division. Urban policy practitioners, 
planners and architects and town hall administrators have over the past two decades 
rediscovered an enthusiasm and belief in urban life - as indeed have significant 
numbers of ordinary citizens" (2003: 1700). 
Whilst: 
... the much vaunted urban renaissance has 
been robustly criticised by academic 
urbanists... as little more than elite propaganda (Ibid). 
Worryingly for him, Latham detects an attitude within certain influential schools of urban 
geographical thought wherein "if the urban is not something of an ordeal, or struggle, then it 
is not properly urban - it is, as Bender (in Soja, 2000: 247) puts it, 'urbanism lite'" (Ibid: 1719). 
With this in mind, he sets out, within the article, how geographers might "engage more 
productively with the resurgent interest in urban culture and cities" (Ibid: 1704). 
I do not advocate unswerving optimism as the default stance for future geographies of 
architecture. There are of course any number of stories that could be told about FACT, and 
there are of course many examples of architectures that have transpired, from the outset or 
over time, to harbour dissipating affectual atmospheres, such as (in the case of cultural 
buildings) through becoming unpopular and uninspiring 'white elephants' that fail to 'connect' 
with their intended audiences. Concern over whether geographers should adopt an optimistic 
or sceptical outlook in addressing different examples of urban architecture (event-space) may 
seem like a trivial point: but there is much at stake in making this choice. Urban regeneration 
is now an everyday reality, not least for Liverpool, 2008 European Capital of Culture, but also 
within many cities across the western world and beyond, as well as far down the urban 
`hierarchy', with even small towns now participating in regenerative initiatives (evidenced by 
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Channel Four's current series charting the major redevelopment of Castleford in West 
Yorkshire). But being open to the possibilities of urban architecture, by envisioning buildings 
as `event-spaces', does not necessarily mean acquiescing to, or becoming complicit with, urban 
regeneration and other modes of urban change per se. Nor does it comprise an apolitical 
avoidance of the realities of these processes. On the contrary, attending to the affectual 
economies of buildings, whether by engaging in conversation with architects, exploring 
buildings empirically, or proposing new vocabularies to articulate these: and, in the process, 
challenging deep-set geographical views on architecture, I remain hopeful that, as cities 
undergo further waves of redevelopment initiatives, as architectural design becomes ever more 
innovative and varied in its possibilities (for good or ill), as buildings, day by day, foster and 
house the goings-on of our daily lives (to whatever end), that this thesis will provide a 
springboard for action for geographers to question what role we might play in the locating, 
cultivating and sustaining of event-spaces that can make day-to-day urban life, in modest or 
more profound ways. 
Without re-thinking how we as geographers research the subject of architecture, without 
exploring all the possibilities of this for asking, "how then can space function other than the 
ways in which it has always functioned? What are the possibilities of inhabiting otherwise? Of 
being extended otherwise? " (Grosz, 1998: 251), I believe that we are destined, in Latham's 
words again, to contribute little more than "intellectual grumbling" (Ibid: 1703). With this in 
mind, it is fitting to end this research by speculating upon what might be the lines worth 
tracing forward into future projects, and I can see four potentially fruitful strands for further 
development: 
" What kinds of collaborative work might be undertaken between geographers and 
architects, given the convergence of interests within these fields around questions of 
affect and the event, the sensual and perceptual dimensions of spaces, and the potentially 
enhancing or harmful consequences of these? How might these collaborations bring 
about real changes in urban design? (Developing research projects and networks for 
realising geographies of architecture). 
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" Affect and event-space have provided my theoretical vocabulary for exploring the FACT 
building, but what alternatives might be created to facilitate an intervention by 
geographers in ongoing architectural and urban discourses? (Methodological issues). 
"A particular new, public, cultural building has provided the context for this research, but 
how might other urban buildings work as event-spaces? (Developing, through 
architecture, critical geographies of the contemporary city). 
" This thesis has focused upon the architectural event-space in order to conceptualise the 
individual building. In looking at the moments of encounter between body and building 
the research has thus been more interested in (although not to such a degree) the 
architectural - however, what could be said about the subjectivities and sociabilities 
fostered by these events? (Non-representational geographies of the subject). 
- THE END - 
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etc 
Claire University of West Curator/ Director of Informal 24/05/2006 
Doherty of England/ Situations Project, discussion about 
Arnolfini Centre joint venture issues facing 
between UWE and cultural 
Arnolfini Centre, organisations 




Dave University of PhD student Informal May 2006 
O'Brien Liverpool, School of discussion and and ongoing 
Sociology and Social email contact 
Policy about Liverpool 
2008 
Alan Dunn FACT Tenantspin manager Interviewee 19/06/2006 
Ceri Hand FACT Director of Interviewee 27/06/2006 
Exhibitions 
Karen Allen FACT Curator of Moving Interviewee 18/07/2006 
Image 
Rebecca BBC Curator of BBC Big Interviewee 18/07/2006 
Lennon Screen, based at 
FACT 
Angharad FACT Curator of Young Interviewee 19/07/2006 
Williams People's Programme 
Zoe FACT Director of Front of Granted 




Joan FACT Front of house Granted 




Clive Director of DCA Artistic manager of Interviewee 28/07/2006 
Gillman (Dundee FACT project, 
Contemporary Arts) 
Gill FACT Managing Director Interviewee 16/08/2006 
Henderson 
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Andrew Greyworld Director Interviewee 25/10/2006 
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Al + Al Artists Interviewees 1/11/2006 
Kath Healey Tenantspin Group member, Interviewee and 18/10/2006 
tenantspin archivist, focus group and 
cameraperson and participant 22/11/2006 
editor 
Steve and Tenantspin Group members Interviewees 14/11/2006 
Mavis and focus group and 
Thomas participants 22/11/2006 
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(b) Sample Letter to Interview Participant 
Mr Alan Dunn 
FACT 
88 Wood Street 
Liverpool 
L14DQ 
tad June 2006 
Dear Alan, 
Further to our email correspondence, I am writing to confirm our arrangement to meet at 
FACT on Monday 19th June at 2pm. 
As I explained in my email of 30th May, I am in the second year of my PhD at the School of 
Geographical Sciences, University of Bristol, for which I am researching the impacts of 
cultural planning and policy on Cultural Institutions in Liverpool and Barcelona. My research 
is being funded by the Economic and Social Research Council (ESRC), and is intended for 
inclusion in my final thesis as well as publication in academic journals. 
As I also outlined, as somebody with a key role in directing collaborative and educational 
programmes at FACT, I would really like to talk to you about how you negotiate meeting 
cultural policy requirements whilst striving for artistic creativity and innovation in your 
programming, especially in light of Liverpool 2008. I would also like to learn about your 
involvement in the `tenantspin' project, and how FACT makes links to wider spaces in the city 
in which people can experience and participate in cultural activities. During the interview it 
would be very helpful, with your agreement, to be able to tape our conversation 
for 
subsequent transcription. In conducting my research I adhere to all ethical guidelines, 
procedures and requirements stipulated by both my funding body (the ESRC) and university 
department, which guarantee that this information will be subject to confidentiality. We can 
discuss these details more fully before the interview takes place. 
Please feel free to contact me if you require any further information. I very much look 
forward to meeting you on the 19th June. 
Yours sincerely, 
Lucy Hood 
Tel: (0117) 3317316 
Email: L. Hood bristol. ac. uk 
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(c) 'Key Informant's Rights' Sheet 
KEY INFORMANTS' RIGHTS 
" Tapes and transcripts of interview / interview summaries will be made available to 
any informants who request them. 
" Informants have the right to change an answer, discontinue the interview at any 
point, and request that the tape recorder be paused at any stage during the 
interview. 
" Informants can contact the researcher at any time in the future to alter or delete 
statements made. 
" All transcribed material will be treated with the strictest confidence, and can be 
made anonymous at the request of the informant. 
(adapted from Dunn and AkGuirk, 1995) 
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(d) Interview Schedule No. 1: Alan Dunn 19th June 2006 
Preamble: I'd like to ask you some questions about your role at FACT, the policy context 
in which FACT operates, the impact ofLiverpool 2008 on FACT, and then move on to 
explicitly about tenantspin. 
FACT and Key Informant 
" Firstly can tell me about your role at FACT, what this involves, and how long you 
have worked here? 
" What role do you think FACT plays in Liverpool? What kind of cultural experience 
does it offer people in the city? 
FACT's policy terrain 
" Are you familiar with Liverpool's Cultural Strategy, and do you have to refer to this in 
doing your job? 
" Are there any other specific pieces of cultural policy documentation which you have 
to refer to in doing your job? Who produces these documents (e. g. central/ local 
government, FACT, Liverpool culture co) 
" Are there any specific aspects of your job when you have to consult or bear in mind 
cultural policy? 
" In your opinion, are the cultural planning documents that you encounter consistent 
and clear in what role they expect cultural institutions such as FACT to fulfil? 
" Is dealing with cultural planning a particular skill that it is necessary for people such 
as yourself to develop, in terms of using certain language, to 'get around' or 
accommodate this? Has this always been so? 
" Can you tell me about the how you balance creative innovation and artistic freedom, 
and fulfilling certain policy programming/ funding requirements? Can you think of 
any specific examples, what happened? 
Policy context and the Capital of Culture 
" Do you think Liverpool being named European Capital of Culture for 2008 has had 
an impact on FACT? 
" The build up to Liverpool 2008 has included many cultural initiatives, including a 
series of'themed years', with 2006 as the year'Liverpool Performs'. Has FACT been 
involved in this or any other events leading up to Liverpool 2008? 
" Have there been any new guidelines or initiatives linked to Liverpool 2008 which 
you have had to work within or otherwise take into account in your work at FACT? 
" How do you feel about the impact of Liverpool 2008 on the sorts of programmes and 
activities taking place at FACT, and cultural institutions in the city more generally? 
" Do you think Liverpool Culture Company has constructed a particular idea of 
Liverpool's culture? (e. g. what sort of activities do they take to be cultural, and at 
which places and venues in the city do they understand culture as taking place)? 
Tenantspin 
" (If not already -tell me about tenantspin). What 
does the 'tenantspin' project 
contribute to the cultural experience of people in Liverpool? 
" Some commentators make a distinction between 'grassroots' and 'official' cultural 
practices and spaces in cities, how do you think the tenantspin project fits into 
this? How do you feel about the arguments emerging about 2008 threatening 
grassroots cultural activity and spaces in Liverpool? 
" Some commentators also argue that cultural institutions and spaces are 
increasingly being expected to fulfil policy requirements of social inclusion, but 
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that they should not have to take on this role. How would you situate the 
tenantspin in relation to this idea of social inclusion, is this what you perceive the 
scheme as doing, and what are your feelings about this argument? Some 
commentators also argue that cultural institutions and spaces are increasingly 
being expected to fulfil policy requirements of social inclusion, but that they 
should not have to take on this role. How would you situate the tenantspin in 
relation to this idea of social inclusion, and what are your feelings about this 
argument? 
Thank-you etc- 2 further points... 
" Can you think of any other important issues we should have talked about? 
" Can you think of anyone who would be useful to talk to about these issues and 
ideas? 
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(d) Interview Schedule No. 2: Eddie Berg 91 August 2007 
The Beginnings of FACT 
"I understand that FACT has its roots in an organisation called Moviola, and I 
wondered if you could begin by telling me about how you first became involved 
in this, and what the organisation's main activities were during its early years? 
" When and why did Moviola become FACT- was this synonymous with FACT 
becoming a building? 
The FACT Building & The Transition from Agency to Building 
" When and why did you first decide to make the move from being an agency to a 
building? 
" Were your plans for the FACT building so large-scale to begin with, and how did 
you decide upon the final design plan? 
" What was gained, as well as lost, in making the transition from agency to built 
structure? 
" Did you have any particular ideas for the building architecturally speaking? (This 
clearly reflects the sorts of technologies that FACT houses and promotes, but were 
there any particular concepts that you sought to embody in the design? ) 
" Could you explain what role you played in the process of FACT's design and 
construction? 
" How many different parties had to be consulted during this process (architects, 
builders, funding bodies, etc). Were you responsible for coordinating these 
various groups; if so how much of a challenge did this present? 
" Where there any major challenges or particularly difficult moments during the 
design/ building of FACT; on the other hand were there any specific times when 
the process seemed to crystallise, and things pull together and the building be 
completed? 
" Clive Gillman, whom I interviewed last year, told me about not wanting to too 
strongly predetermine the uses of the interior spaces of FACT during the design 
phase. What were your ideas about how the building's interior should be 
organised, in relation to the kinds of activities that would later take place here, 
the building's atmosphere, etc? 
" The surrounding Ropewalks area has undergone a lot of regeneration, was FACT 
expected to play a part in this and did this impinge upon what was expected of the 
building, both in terms of its design, and the kinds of activities that would take 
place there? 
More General Issues 
" New urban 'cultural centres' (if FACT can be described as such), and galleries, etc, 
are becoming increasingly prevalent as tools in city regeneration- many cities are 
now establishing buildings similar in type to FACT, with varying levels of success. 
Why do you think FACT has been, and continues to be, a success? 
" The development of planned, `cultural quarters' and cultural buildings in cities is 
often argued to pose a threat to smaller, 'grassroots' cultural activities, in terms of 
them being 'priced out' of regenerated areas, etc. Given FACT's involvement in 
the wider city, through groups such as tenantspin, I wondered what your views 
are on these kinds of contentions? 
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(e) Interview Transcript: Clive Gilman 
INTERVIEW TRANSCRIPT 
INTERVIEWEE: CLIVE GILLMAN, DIRECTOR OF DCA AND LEAD 
ARTIST ON DESIGN OF FACT BUILDING 
INTERVIEWER: LUCY HOOD 
NUMBER: 1 (ONE-OFF) 




(e) Interview Transcript Clive Gilman 
CG: With and around FACT on a number of different levels of what FACT 
had done, and been involved with FACT over their whole kind of evolution- 
when I first started working with them I think there was about 3 people 
there, and I dipped in and out, I'd kind of worked on a freelance basis, but 
I'd kind of come in, and done projects and worked very closely with them, 
and what happened was I think I did some, a little bit of work on some of 
the very, very early development around the building project and then went 
off to do a few other things, umm... and the, when the, I think the first 
piece of support came through from the lottery to take forward the building, 
and I can't remember what the RIBA stages are now, but it had gone so far, 
and then it obviously needed to be taken beyond that, which effectively 
meant appointing new architects, erm, there was a proposal to establish a 
lead artist role within the project, and I was invited to apply for that and it 
was a competitive process, I had to kind of compete with a number of other 
people who were also invited to apply for that, umm, and I got that... role, 
which was a one year contract to work on... erm, I guess kind of these artists 
concepts, and I think that was as simple as it was being written at the time, 
effectively it was up to me to work our how I wanted to engage with the 
process of the design of the building... [few seconds break in recording]... 
I 
quite quickly got very engaged with the process, and because I was actually 
appointed prior to the architects, I was invited to be part of the interview 
panel for the architects, and it was clear from the very beginning that the 
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architects needed to... work with me on the project, as the project involved, 
erm, and that meant that from the very beginning we actually had a very 
live and active relationship, and because the building, erm- the architects 
were appointed I think in about February erm... 1999, and the building 
contracts had to be let by the end of December of that year, there was an 
incredibly accelerated process around the initial design phase for the 
building which meant that I was kind of meeting with the architects on a 
veryregular basis, to spend quite a lot of time in talking through some of the 
concepts that we wanted the building to be, erm and then working into 
some of the details, and then also extending that into some the ideas around 
artistic interventions that might be, erm feature within the building... 
LH: OK, erm, because actually I was interested- well obviously that's what 
I'm interested to find out about as well, umm, well just thinking about the 
facade to start with I suppose, `cause I understand there's lots of references 
there to digital technology, and the zinc tiles with- sort of suggesting pixels, 
and the LED columns almost, I think you said some kind almost like a civic 
clock, or expressing other data through their codes, their rhythms and 
patterns, erm, I just wondered does the facade of FACT mainly convey, is it 
trying to hint at what's going on inside- the purpose and the function of the 
building- or does it reflect more abstract concepts and ideas that you had? 
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CG: I think, I suppose the thing to say as a prelude to all of that is that it 
hasn't actually worked on a technical level, which has been a massive 
disappointment to me, it worked for a while but there was a huge number of 
compromises that happened in the actual... build process [recording 
interrupted] 
... of the final finish of the facade, erm 
but in terms of the final 
concept of what that was intended to be, basically what... I worked through 
with the architects- basically the way the architects approached it was that 
erm, because the structure of the building internally was essentially a series 
of black boxes, cinemas and exhibition spaces with no daylight, there was 
kind of a challenge, which was that effectively the building gave nothing 
back to the street, and there were lots of discussions about how we can 
effectively think about what the envelope of the building was likely to be 
because, we didn't dismiss whether or not the kind of fundamental 
forms 
would be expressed back to the street, but we reached a point where we 
thought it would be really interesting just to view the external envelope of 
the building effectively as a single screen, as a single element, and I kind of 
took that away and started to look at how that could both be interesting in 
its own right, but also somehow hinting towards some representation of 
what might be going on within the building, and one of the kind of, the sort 
of classic notions of representations of video is the colour test pattern signal, 
and so that became the starting point for thinking about the facade of the 
building, and the approach that I started off with was actually wrapping the 
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building on the two elevations with a single... full height, illuminated test 
pattern, so, as you viewed it from different positions around the centre of 
Liverpool you would see elements of this colour just breaking through 
[recording muffled]... when we investigated that it became a little bit tricky 
to look at the materials that would deliver that and also, if we wanted to 
illuminate it, it started to become incredibly expensive, and so we explored a 
number of different ways of representing that, and one of the things that 
came back from the architect was erm, the notion of using a very neutral, 
metallic material like zinc, which I think was initially proposed to be used as 
kind of oblong tiles, and so through discussion we reduced that down to this 
notion of being square tiles on the surface of the building, in this very 
neutral zinc grey, and we reduced the colour bars, from being very 
large 
items of colour into incredibly small but very bright lines of colour, so still 
retaining the colour sequence, but actually interspersing the lines of colour 
with these large areas of blank zinc tiles... we played with that quite a 
lot, 
and eventually what we got through was starting to look at how we might 
animate the lines of colour, and introduce certain elements of the tiles that 
were in themselves illuminated as well... 
LH: OK, and in terms of signage to the public who are approaching the 
building, I mean I think we've already covered that a bit, but what did you 
really want it to convey to visitors before they even stepped inside it? 
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CG: [laughing] one of the, the guy Eddie, Eddie Berg who was the Director 
of FACT at the time, I mean his approach seemed to best characterised as 
you know, like 'I'm not entirely sure what I want to know exactly what the 
concept behind is, I want people to come round the corner and say "what 
the fuck is that!? "' and that seemed to be what he kept saying throughout the 
process, and so I think there was a sense that it needed to have... impact, 
and then it also needed to have an impact that was perhaps appropriate to 
the grain of that environment, and I think it's incredibly different to the 
grain of that environment, but actually it's not disrespectful of it, which was 
kind of how we talked about it quite a lot, because it was quite interesting 
that we went through a number of... bodies, some of the kind of civic 
design 
bodies who wanted to look at it and approve it, and a lot of them were 
incredibly enthusiastic about the very bold, bright coloured surfaces that we 
were talking about, within what was essentially a red brick 
kind of 
warehouse environment... 
LH: yeah, actually that links to something else I was wondering about, erm, 
which was I guess the Ropewalks Quarter was being regenerated at the same 
time, was there, I mean how did you feel about the need to interpret, well 
FACT was going to be this big flagship project, did you feel that that was a 
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CG: I mean there was always this slight ambivalence about the notion of 'a 
building', because I think Fact had been very successful operating as an 
agency, doing projects within other peoples' venues, and the shift to a 
building was something that I think was seen as being a kind of quantum 
leap, and that it was always seen quite critically that actually FACT is doing 
this because it will position FACT in a different place, and we will lose 
something in that process, but what we need to try and do is make the 
building so that FACT doesn't serve the building, but the building is always 
going to serve the needs of FACT, so it needs to retain a sense of mutability 
in terms of how things happen there, so it needs to be clever enough to say 
actually 'this isn't a cinema, and it's not an art gallery', it's something else, 
but actually it doesn't matter that you don't quite understand it, 
because 
what we want to do is to try to represent it in such a way that it doesn't say 
it's a cinema, it doesn't say it's a gallery, that you actually venture 
inside it 
and you being to develop your own relationship with it, and it was quite 
interesting early on because we had major issues in terms of people not 
knowing what the strap line for it was, they'd know it was FACT, 
but they 
didn't know whether or not to call it a cinema, or a gallery, or a cultural 
centre, or whatever, a lot of that is now gone, but people don't worry about 
that so much in Liverpool now, they just call it FACT, and think about the 
relationship that they have with it. 
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LH: So would I be right in saying then that you weren't conceiving it so 
much, well it was a finished design or structure, but also it was something 
that, the meaning would be generated through it's future use? 
CG: I think the in which the internal spaces were designed is that, although 
different spaces were designed with certain functions in mind, the way the 
spaces were designed is such that they could shift functions quite easily, so 
the galleries could quite easily be turned into performance spaces or they 
could be turned into a market space, the central canyon as they used to call 
it through the building could easily function as somewhere that was quite 
nice and open, but could also easily function as a very busy, populated space, 
and certain spaces like the media lounge space which was quite, again an 
interesting space because it was a little bit of a library, a little bit of a cyber 
cafe, a little bit of a gallery, could also go off in any one of those directions, 
and we could take some of those functions and move them into the galleries 
and have them existing there, so it was very much the building shouldn't 
dictate what happened within it, that the building should be responsive to 
that, and I know that's an ambition for a lot of buildings, especially a 
lot of 
cultural buildings, but it's one that quite often is compromised massively as 
you start to develop that building and certain functions start to take over. 
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LH: That's something that really comes across I think when you're in FACT 
and that's something that's come up quite a lot from, I've interviewed some 
of the curators and some other people at FACT and we do talk about that 
quite a lot. I also wondered what you'd think about this but if this changing 
skin of the building and the interior space, if that's representative of the 
changing nature of architecture more generally, I mean thinking about 
arguments that, especially in the digital age, architecture's losing its powers 
as sort of, enduring, permanent materiality and it's surfaces are becoming 
more changeable and interactive, erm, and also through the things like 
Greyworld's sonic installation inside, and I wondered if the design of FACT 
was sort of picking up on this argument? 
CG: I think so, I think partly, you know the things that were specific to 
FACT were informed by that slightly ambiguous relationship with wanting 
to be a building because I think there was this sense that FACT was going 
through this process of becoming a building, but actually what it wanted to 
do was constantly undermine that notion of it being a building, by actually 
saying that FACT is quite elusive, and FACT will... change... hopefully, the 
notion of fixity that exists around that building by changing what 
happens 
within there, shifting things around, and also by designing elements 
into it, 
which themselves suggest that the features that you might have expected 
212 
(e) Interview Transcript: Clive Gilman 
from a piece of architecture may emerge in places that you hadn't 
necessarily previously considered 
LH: OK, so would there be any specific examples of that do you think? 
CG: you picked up on the Greyworld thing, and I think one of the things 
that I was quite interested in, in the process of designing the building was to 
think about... the building as an acoustic space, and so what does it mean to 
create a building as a physical space, but actually to disregard howthe sound 
of that building, or the kind of music of that building actually functions, 
because I mean quite often- it's impossible to design a building in terms of its 
acoustics unless you're specifically looking at a very controlled space like a 
concert hall, if you're looking at a building that has, you know you want to 
take into account what the toilets sound like, and what the foyer sounds like, 
and what the transition from the foyer into an exhibition space is like, then 
there's lots of ways in which you can do that, and, but to do the science of 
that is, is just incredibly difficult and incredibly expensive, so we came at it 
from another angle, which was just to think about trying to create a set of 
sonic signatures for the building, so in effect the building creates a number 
of sounds, that are part of a single composition, and as you move through the 
building the idea would be that what you take away from the building in 
terms of it's acoustic resonance, is actually a controlled, and authored 
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environment, which is in effect the sounds that have been created through 
the Greyworld piece 
LH: I suppose in some ways I mean, I'm just trying to think how to express 
this, erm, I mean I guess that you aim to design, I mean you design the space 
so it will be quite open to constant re-appropriation and reinterpretation by 
those using it, erm, do you think that's something that, I guess that's a 
balance, that comes partly through the design and partly through what then 
happens in the space, erm, so I guess it really important to maintain this 
quite ambiguous quality, you know in terms of leaving it open for people to 
have different experiences and events to happen there? 
CG: [it's difficult that because] the danger is, is that if you make that too 
ambiguous, then you simply confound the audiences that you want to 
engage... scenarios get, kind of like, I suppose like URBIS in Manchester, 
where... / 
LH: /Oh yeah, I've been there, yeah... / 
CG: /... you kind of know what it is but nobody really can get a 
handle of 
what it is, erm, and I think one of things that I think was important about 
FACT was the kind of, I suppose the anchoring of some of those things, the 
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fact that a cinema is a very... obvious cultural and architectural entity 
which, if you have a cinema in a building it provides a very solid hook 
against which you can play other things, so I think the cinema was quite 
important to the, I guess the successful... delivery of some of 
that... ambiguity that we felt was necessary around FACT, because it 
provided a strong keynote against which the other things can play off, I 
think obviously the programme that then happened around those other 
spaces is vital, because... the... if... you've kind of lost I think if people 
come to FACT expecting to see a certain kind of something. What they 
should come along with I suppose is a sense of `yeah, I've seen Isaac Julian's 
work here and I've seen Christopher Lucas' work here, and I now want to 
see what the next kind of experience that might be on offer, might be in this 
space' and I think that's the really important thing, so you can't have that 
from day you open, you have to kind of achieve that I suppose through the 
way in which you pre-sell the building [recording unclear] builds up with 
the communities who actually use that space, and start to define how the 
programming actually evolves [from] there... / 
LH: OK, so it's not just something, it's not just the architecture, 
it's kind of- 
you create the possibilities for action and through the architecture 
I suppose 
and then it's what follows then, I mean I've spoken to quite a 
few of the 
curators of the galleries at FACT, erm and it always comes up the ability of 
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the galleries to be completely transformed for each new exhibition, and 
obviously that's also due to the talents of the technical team, but I just 
wondered if you had any kind of models for the gallery spaces, obviously it's 
kind of that black box space because it is dealing with new media and 
moving image work specifically, but was it important that there was able to 
be any kind of modulation between black box and more traditional white 
cube space or were you trying to think outside that whole paradigm of 
galleries when you were designing it? 
CG: I think so, I mean there's a sort of a thesis about... the nature of... the 
gallery space, which I think runs along the lines of because the gallery space 
is a paradigm that is predominantlya mechanism through which people can 
understand contemporary art practice that often the gallery is often a too 
effective a filter on that work, and so the gallery then defines the kind of 
work that people experience, rather than the gallery mutating in order to 
respond to the kind of work that people are making, and because we were 
quite keen to stay true to those forms of practice that were... quite 
deliberately providing challenges to the white cube space, we wanted to try 
and support, I suppose the maximum potential for those pieces to shine 
within those spaces, and I think as soon as you take it back to the white cube 
space then effectively you do change the tone of it, that suddenly you 
do 
view that piece through that filter of the contemporary art gallery space, as 
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opposed to kind of viewing that work in I suppose what I would hope, 
which is a kind of impossible hope I know, but to kind of re.. . instate some 
kind of neutrality around peoples' relationship to that work... 
LH: OK... I mean I think erm... I suppose and in what I would call the 
public spaces of FACT- that's probably not quite the right word- but the 
foyer... and that kind of space, when you come through the kind of pod into 
the foyer, you move into an interior space that's quite, it feels quite organic I 
think and quite roughly hewn, and talking about not wanting to pre-define 
the spaces, pre-determine the spaces too much, was that almost unfinished 
interior style one way of expressing this, or...? 
CG: Some of the way in which that worked was that we agreed on... that 
we'd work with a very simple palette in that area, and that all of the 
elements within that palette would at least have some kind of. if not 
completely authentic but at least they'd have some nod towards being fairly 
fundamental materials, that we wouldn't look towards... making a 
foyer in 
which, it was obviously clad, or obviously finished in some way, and 
obviously part of the response to that is that you kind of have to do it with 
something, so we worked with white stone render on the upper 
levels, and 
then we started to look at how the ground floor would work, 
because 
obviously that seemed very... crucial to the whole... design of the 
initial 
experience that people would have when they come into the 
building, and 
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we gradually introduced some more I suppose more decorative elements to 
that, but trying to retain that overall notion about them having some kind of 
fundamental authenticity to the materials that had been used within the 
construction of the building, and so you have the concrete floor that's got 
that polished black surface... you then have... I think the kind of oak used, 
which is kind of fairly, it's used in such a way that it's kind of fundamental 
to the object rather than a piece of cladding on an object, and then things 
like the Cor-Ten steel that sits above the box office area, is probably the 
most... I suppose most elaborate piece of decoration in that space, in that it 
serves no other function, and that it is purely decorative, but it's a material 
that has some kind resonance in terms of the Liverpool area and the docks, 
and the construction of ships, but then the bit that was seen as most 
important there was, as you go through the foyer space you have the main 
gallery on the right hand side and a space called 'the box' on the left, and... 
originallywe intended to create quite a big contrast between the gallery and 
the box, in which the box would be clad in glass, and the gallery would 
simply be clad in, well would be covered in a fine white finish, and the 
box 
itself would be clad in a darkglass that would be illuminated from behind, so 
you'd have these two kind of quite large forms kind of standing off against 
each other across the foyer space, when it actually came to it because when 
the concrete was poured for the box, we were quite happy with taking it 
forward on the basis that the concrete would provide a sufficient contrast to 
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the gallery space, and also that the glass itself might over-elaborate that so 
we pulled back on that quite late in the process and just went with the basic 
concrete on the box standing off across the polished concrete floor, to the 
very pure white of the gallery space 
LH: Why did you decide to have the Media Lounge opposite the foyer, 
because I always think that's quite an interesting place where that's located? 
CG: The way we always talked about this with the architects was that we 
wanted it to be... to have the same relationship to the foyer space as a travel 
centre does to a station, so when you go into a very large station, there's a 
part of the forecourt or the interior of the station might well be... separated 
off, but it's often not entirely separate, there's a sense of the noise spilling 
over from the station, there's a sense that there has to be a relationship 
between the activity that's happening in the main part of the station and this 
area where you go and buy your tickets and you find out about your travel 
needs, and we wanted the media lounge to have that same 
kind of 
relationship, that it would be quite an open space, quite exposed, 
but would 
still allow a level of privacy so that people could engage with the thing they 
wanted to engage with and learn about it, so it wasn't intended to 
be a 
very... private, calm, library space but more quite a live space but also took a 
lot of the kind of technologies and the kinds of works that are 
likely to be 
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showing to FACT very much out into that public space as soon as you come 
in so it becomes apparent as soon as you walk in and obviously having the 
orientation wall immediately in front of that providing that very live, 
mediated information... as well... 
LH: So with the erm... [long pause] orientation wall- sorry, I mean is that- 
cause it kind of, you can really seen some of the interior spaces of FACT 
there, I mean what was the thinking behind that as well? 
CG: That was something I was very keen on, to talk about the way in which 
the building would be... self-reflexive in that the building would provide 
information about itself, through [recording unclear] that were intrinsic the 
building, and obviously some of the way we talked about the external 
lighting was another element of that, but the in way we looked at the 
orientation wall was that, I was very keen to try and design a system that 
was very simple and fairly elegant, that would give people a very useful 
snapshot of what was actually going on in the building at that point in time, 
as soon as they came into the building, and I must admit I'm really keen on 
the orientation wall, it's something I really like and feel really succeeds and 
[laughs] I'm desperate to try and kind of instigate something similar where 
I 
am at the moment because I think it serves a very useful function but it also 
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I think serves to signal a certain kind of approach to the way information is 
used within those spaces... 
LH: I'd agree with that and I also wondered, because I'm thinking about 
architecture as well, do you think- I suppose what struck me when I was 
looking at it was instead of thinking of architecture as sort of a passive 
container for action, it does kind of- this idea of the active building that 
plays a role in constructing your experience of that, rather than just sort of 
being something that contains action that happens it sort of adds into the 
mix really I suppose, and that's how I thought about it... 
CG: Definitely I mean I think for me, I think... we kind of went through 
this loop which was I was quite... in opposition to... coming in as somebody 
who's given the title `lead artist' on the project there was this sense that my 
role would be to decorate the building, and I was very keen, and very quick 
to disavow that notion and to talk about how I was interested in was howwe 
make the system which is the building function in a way that is genuinely 
creative and is reflexive, and reflects the kind of things that the 
building 
itself is attempting to do, so there's very little in the way of 
decoration that 
has been brought in through that process, the idea is to look at the 
building 
as a system and to look at the ways in which the system comes to the surface 
in a way that is useful to the people who are engaging with that 
building 
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LH: I suppose that actually leads onto a broader and maybe more reflective 
question that I was thinking about, cause I'm really interested in thinking 
about public architecture as a possibilities machine' as some people call it, 
because it affords the potential of encounters and new events and new ways 
of experiencing culture and moving through the city, and living in the city 
more generally. I wondered... especially in the context of FACT being an 
arts organisation, do you think there's some sort of ethical obligation in 
terms of the design of these buildings offering a new and challenging 
experience for people who visit it and the architecture to do something 
different? 
CG: I think so ... 
but I that the danger is that you have to get ... one of the 
things that we talked quite a lot with the architects about is that a 
building, 
that the process of architecture isn't complete when the building opens, the 
process of architecture extends throughout the life of that building and so 
therefore the architect has a dutyto design the building on the basis of what 
it will look like when it's dirty, what it will look like when it's a 
bit worn, 
what it will look like or what it will feel like when the weather conditions 
are not optimum, and to think about all of those different things and that 
produces some quite interesting debates really around the design team. 
I 
think for me the duty is to think about the creation of buildings that are 
harnessed to some notion of function that has been analysed and 
is seen to 
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be useful and therefore has within it, has a rationale against which the 
architecture can be tested, not just tested but also I suppose appraised, and I 
think the dangerwith a lot of the architecture that we get is that that doesn't 
happen, whether or not it's for a car park, or whether or not it's for a 
cultural building, that quite often people fall back on a certain set of 
assumptions about what you need to have to make this building work in a 
certain way and therefore what it should look like, and I think we do need 
to be pushing the boundaries on that. The danger is with cultural buildings, 
where you're dependant massively upon having a contract of mutual 
understanding about what goes on within that space, that unless you can 
sustain your audiences and connect with them and keep that connection 
alive, you loose that quite quickly and then the building turns into a white 
elephant in that, although the concepts might have stood up and there 
is a 
rigour against the way in which those concepts have been applied, simply 
that those concepts were too distant from the users that were necessary to 
bring those concepts to life. 
LH: So again, I suppose that's an issue of the use of the building it's put to 
once it's up and running? 
CG: Part of the process of design ... that there needs to 
be a really careful 
analysis of who are the users likely to be of this building, what are their 
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expectations and how do we set that against what we feel as the designers of 
this building, [what] we need to represent in the final design of the 
building. Because if the way we design the building simply provides a 
barrier to connecting with the functions of the building with those people 
who are its intended users, then you've failed... and I think that means that 
you can build a certain building in London but you might not be able to 
build that same building in Luton or in a different city or a different place 
where there are different kinds of expectations. (31.10) 
LH: So have you consulted with members of the public before or anything 
or had you done any research? I suppose you were part of FACT 
beforehand, so did that help you to come up with the ideas? 
CG: There was a lot of work that went on, because I think it was a 
lottery 
funded project, and also the RDF funded project there's an awful lot of 
evidence work that has to happen around the users but I think in terms of 
the users' expectations of the design of the building we didn't really 
do too 
much about that we actually just got on with that one and there was some 
very specific testing that I did which was actually linked into people with 
disabilities and looking at mechanisms through which a building which 
is 
very ... technologically sophisticated might support, or conversely confound 
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those who have very specific kinds of disabilities but other than that we just 
kind of got on with it. (32.07) 
LH: OK and have there been any reports since it's been built about its ... has 
anyone researched about how it's being used or how people ...... 
has there 
been any feedback? I think the problem is in lots of reports about similar 
places it's always done in terms of numbers or economics or wider sort of 
issues rather than looking at the actual more intimate and effective and 
visceral responses to architecture and it's so hard to do that. 
CG: Within the cultural sector the whole issue of qualitative analysis is one 
that is a huge dilemma. Nobody really knows how to make it work... / 
LH: I... yeah exactly. 
CG: /... set that up against quantitative analysis as well ... so 
I kind of think, 
I suspect not much has been done and that probably the most you're 
likely 
to get I would assume is a kind of, a consensus based on shared anecdotal 
evidence so ..... 
I'm not really quite sure what the position is with people at 
FACT at the moment but I still keep in touch with them and talk to them 
quite regularly about things, and you know, there are always going to 
be 
frustrations around the building but I think what I get from people 
in 
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Liverpool that I know and people who work there, there is a sense now that 
it's passed from being not quite sure what that is or how to engage with it to 
being actually I don't really care that I don't know quite what it is but 
actually I quite like going there - and I think for me that is quite an 
important transition to make and I think there is now probably a need or 
there will be a need probably in the next couple of years to look back on that 
first five year period and work out whether or not what has been done at 
FACT is to achieve something that... perhaps changes the way we might 
approach thinking about cultural buildings, and that can only be done in the 
context in which there is some understanding of what the users actually 
think about it and how the users now use it. 
LH: Yes, I've spoken to Ceri Hand who is Director of Exhibitions 
I have 
spoken to her and she has mentioned that as people have become more and 
more used to FACT and to the building and to what it is about and have 
become familiar with it they have been able to be more bold in terms of the 
way they use the two different exhibition spaces and the gallery, and then 
moving and having art in public spaces and they've been able to push 
it as 
much as they can and that's something that has developed as people 
have 
become familiar... / 
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CG: /... That's quite true because before I left there was this sense that 
everyone was kind of terrified to do anything in any of the spaces other than 
the exhibition spaces in case they got shot down for kind of... venturing 
out... too far and I think the reason why we kind of did that at the very 
beginning was to try and establish perhaps a good relationship with an 
audience whereby they had a fairly consistent way in which they were being 
offered readings of what went on with the building, which I think after a 
while you can then start to push to envelope on, you can start to explore that 
and work with your audience in order to take them on whatever journey 
you want to go on, so I think in the beginning we were relatively... tight 
about how we used the building but I think Ceri's quite right in that now 
there is a licence to push that further and to take that off into other areas. 
(35.39) 
LH: Do you think, obviously people are coming they're becoming more 
familiar but, what types of people are coming and I just wondered if this was 
something when you were designing it. I mean you talked about you spoke 
to some people about accessibility and that kind of thing, but was that 
something you took into account the fact that ... sometimes cultural 
institutions get criticised or accused of being quite middle class consumption 
spaces, was that a consideration or is that something you could only promote 
really through the programming of the space ? 
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CG: I actually think it's quite a tricky one that because essentially I suppose 
what you're offering in a space like that is... what... might be used to define 
something that is middle class, so effectively if you're showing arts and 
you're trying to show art that is contemporary and is challenging and 
perhaps is also exploring emerging media forms of that, perhaps you could 
define something as middle class as somebody who is interested in exploring 
precisely those things, so in effect there's a real difficulty in that it becomes a 
kind of paradox in that you can't separate those two things out so in effect 
somebody who might be working class before they walk through the door 
because they actually like what they see they're actually aspiring to middle 
class values. It's a terrible kind of argument that you can get wrapped up in 
around that but I think the important thing I suppose is that the building 
should constantly be seeking to move beyond and extend the audiences that 
it currently works with and that the building should allow that to 
happen 
and then there are certain things I think about the building that some people 
who are unfamiliar with it may think that there's an admission charge, they 
may think that it's a club and you can only go in if you're invited ... all that 
kind of stuff and the organisation has to work to overcome that so that 
it can 
at least bring people through the door, bring people to the door and get them 
through the door and then beyond that it's about the kind of... the work 
that's on in there will seek to sustain that relationship and I think it goes 
beyond, while I suppose the middle class, the kind of cultured classes, are 
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the ones who are most ready to enter a cultural building by definition, it's 
no good if the organisation simply rests at that point and accepts that's the 
only audience it has to work with. 
LH: I think they're really working hard at that actually and I spoke to. I 
don't know if you know Angharad Williams. She's now managing a 
programme for young people and she was saying that was really important 
because... they work with quite disadvantaged kids who've been excluded 
from school and she said if they just come in by themselves or maybe they 
don't and think if they come in they'll get shouted at, or they don't know, so 
we do, we invite them in to work on projects. I think they're loads of things 
like that now. 
CG: I think a lot of that has come from the agency work so there's a sort of 
integrity to that practice at FACT because it hasn't come about simply to 
justify the building. I think a lot of that work went on prior to the building 
and the building was designed to accommodate all of those 
different 
approaches that might be required. I think one of the great things about the 
building that happened quite early on is that there's quite a 
big strand of 
programming activity which happens there which is working with 
high rise 
tenants across Liverpool... / 
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LH: Oh, tenantspin. 
CG: /... Yeah, and built into the project was a kind of whole set of 
functionality ????? Which would support Tenant Spin and it meant that 
quite quickly there was a whole bunch of people who basically were all part 
of the high rise tenants' groups in Liverpool. They had an incrediblyhrghly 
developed sense of ownership over that building to the extent that they felt 
they needed to be part of everything that happened there, that they wanted 
to be consulted on things that were happening that even weren't directly 
involved with tenantspin and a whole bunch of really interesting 
relationships developed out of that which kind of spun off into other things, 
so there's some really nice anecdotes come out of that about people's 
particular life stories and the way in which they've evolved and, you know 
in their mid sixties suddenly discovered that actually they can go into a 
cultural building and they can feel a sense of ownership over that and they 
can work on being part of what happens in that space both experiencing it 
but also defining it. 
LH: Yeah. I've been to some of the tenantspin broadcasts and... genuinely 
been impressed how the tenants have just run the whole thing and I 
found 
them really interesting. I've just realised my questions have veered slightly 
away from architectural concerns [laughing] but I think that's covered most 
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of the points I wanted to ask you about but I don't know if there's maybe 
anything important I've missed or... 
CG: Actually, I think one of the things that might be of interest... has 
anybody talked to you about the idea of the satellites as well? 
LH: I'm aware that they're there but I've not spoken to anybody about 
them, no. 
CG: The idea was, with the creation of FACT the building would be kind of 
phase one of something and the next... we organised this conference a few 
years ago called Culture Castles, which was about the kind of notion that 
you create a cultural building and it becomes... like a castle in that domain. 
LH: I've heard of that actually, yes I have. 
CG: And it's a bit like you're there to colonise it and effectively you let in 
certain people but actually you defend the building against all those people 
you don't want. And the idea was that we wanted FACT to 
be quite self 
critical in that mould to be constantly be challenging itself about you 
know 
is it saying actually we now know we've got this kind of comfortable 
audience who will support us and we're quite prepared now to sort of stop 
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anybody else from participating in what we do and that has to be overcome 
all the time and one way of doing that would be to think about what's the 
next stage- to be quite brash and say OK what's the next stage of this 
colonisation process? And one aspect of that is to work with people who are 
at some distance removed from the building itself, to recreate elements of 
what FACT is about within their own environment, and so the idea is almost 
to create these `mini FACTs' within different places around the city that are 
linked to FACT and become a kind of conduit between what happens at 
FACT and what happens in those communities, and so the first one of those 
kicked in around the development of a series of five tower blocks around 
Sefton Park, and building a new community centre, and so the community 
centre has built into it the facilities to enable some of the Tenant Spin 
broadcasts to go from there, but we also worked with them to ensure that 
the community centre broadcasting station is hardwired in to all of the 
blocks all of the flats in the five blocks and there's also a direct link via 
coaxials, something that you can actually do television links between all 
those buildings as well. So we kind of put in the same kind of infrastructure 
that we put into FACT the building into an estate that was 
being 
redeveloped a couple of miles out of the town centre. We've also started to 
do it with a school that had media arts college status, and I think when 
I left 
there was talk about doing it in Walton Prison as well, and trying to 
look at 
ways in which it could be made to work there. So it's a really 
interesting 
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notion I think and one that I feel ... FACT needs to see through and see 
where that one can go because I think the future of a lot of cultural 
organisations could rest through that process whereby the main building 
becomes part of something that's much broader and that the architecture 
becomes dispersed across a particular environment or set of communities 
(43.59) 
LH: That's really interesting because I knew that Tenant Spin were doing 
broadcasts from Sefton Park now, and they had this new studio there and 
they were doing training there but I didn't realise at all that that was 
designed into the- was forming this kind of rhizomicinfrastructure! 
CG: We got the kind of buy in from the new landlord who was 
developing 
there and then basically we just went to a whole series of meetings with the 
architect which I must admit were quite tricky to begin with, 
because I 
don't think they quite ... got what we were on 
about but eventually we 
managed to secure that one and they bought into it and 
built in the 
infrastructure that was needed so, yeah it was really good. 
LH: Yes that's amazing. I had absolutely no idea. Ok 
I can't think of 
anything else that I want to ask you at the moment .I think that's 
basically 
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covered everything. It's been really interesting actually. Thanks very much 
for your time. It's been really interesting to talk to you. 
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